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from the editor

what's in a name?
Naming a magazine is harder than naming a baby, even more so when the magazine is
for Columbia College Chicago. A magazine name should be short and sweet, like Time
or Vibe. Harvard and Yale have it easy. Columbia College Chicago is a mouthful.
Obviously, we can't shorten it to Columbia (because of Columbia University), and there
are three other Columbia Colleges in the United States.
As colleges go, Columbia is a bit of an odd duck. We are the largest arts and communications college in the country; the largest property owner in Chicago's South Loop,
and the largest presenter of public arts in Illinois. The Dance Center is the premier center for dance in the Midwest. We have the largest film program in the country. Our alumni, faculty, and staff have won Oscars, Emmys, Grammys, Tonys, Pulitzers, National
Book Awards, Guggenheims, Presidential Medals, and other prestigious awards.
Columbia helped transform higher education in America over the last forty years. We
were the first college specializing in the arts and communications to open its doors to
minorities and people of lower incomes , to create a faculty of working professionals, to
offer a major in poetry at the undergraduate level, to develop a comprehensive internship program in the arts and media , and to insist that a college education be affordable and have an occupational outcome.
And yet, we remain something of a well-kept secret. There are those who perceive us
to be some kind of trade school and not a fully accredited four-year liberal arts college
with a dormitory.
At times, we are the victims of our own success. Because we focus on producing students who are "job ready," many people, like game show host Pat Sajak, acquired the
skills they needed to enter the job market by their third year at Columbia. National
Public Radio reporter Jackie Lydon and hip-hop star Common came and went in even
less time .
In developing this magazine , we have been struck by the unending number of stories
that were waiting to be told about the artists and communicators who attended, taught
at, or worked for the college . Until th is time, there has been no great repository for
these stories. Most are known only to a handful of people.
We feel that collecting these stories in one place could have a dramatic effect on how
the public perceives Columbia. Finding out that they attended the same school as some
of the top artists and communicato rs in America can also have a profound impact on
how alumni feel about their old alma mater.
Additionally, we hope to use the magazine to explore the claims we make about
Columbia's place in higher education nationally as well as some of the oddities that are
part of the Columbia curriculum , mythology, and collective experience. We are not looking to hit people over the head with how great Columbia is, but to explore the challenges
of being a creative professional in America today.

to

GRAVITY <JoL. 1,. NO. sPRING 2o02) 1s PUBLISHE D FOUR TIMES A YEAR BY
COLUMBIA COLLEGE CHICAGO , 600 S. MICHIGAN AVE. , CHICAGO, IL 6060p,
(312) 663-1600. PERIODICALS PoSTAGE PAID AT CHICAGO, IL. pERIODICALS
ARE DISTfliBUTED.fREE OF CHARGE TO ALUMNI, FACULTY, STAFF, STUDENTS,
AND FRIENDS , OF COLUMBIA . COLLEGE ' CHICAGO. GRAVITY ' ASSUMES. ,['JO
RESPONSIB.ILITY FOR THE RETURN OF UNSOLICITED MATERIALS. FOR INFORMA·
TION REGARDING SUBSCRIPTION . RENEWALS. PAYMENTS, OR CHANGES .OF
"ADDRESS, CA!:.L (312) 344-{>555. TO SffiLE ADDRESS .CHANGES IN WRITING,
SEND US BOTH YOUR NEW AND,, OLD . ADDRESSES, ALL RIGHTS. RESERVED
· UNDER INTERNATIONAL . AND . PAN · AMERICAN · COPYRIGHT CONVENTIONS .
REPRODUCTIONS . .IN WHOLE OR ·,. IN PART WITHOUT, PRIOR . WRITTEN
PERMISSION IS STRICTLY PROHIBITED •. FOR ARTICLE REPRINTS CONTACT
GRAVITYMAGAZINE.

. .

Which brings us back to the name. Our working title was Creativity in Motion, but like
Columbia College Chicago, it's a mouthful. For several days, we thought Odd Duck a
good choice. It seemed to perfectly capture both the college and community. However,
who wants to tell the mayor's deputy chief of staff that we want to put him on the cover
of Odd Duck?
We finally settled on Gravity because it conveys the phenomenon of how people, programs, and ideas can coalesce into their own little universe that becomes a beacon in
the night.
We hope you enjoy. Send comments, questions , and gripes to editor@gravity.colum .edu.

NORMAN ALEXANDROFF
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Avi Yulish I like when people say
"Jesus Christ" even though I'm
Jewish. I think it's funny. I like thinking about being old and having a talking bird, even though I'm only twentyfour. I think it'll be cool to teach the
bird to say "Jesus Christ." I like to
write nonsensical ramblings that leave
people asking the question, "Jesus
Christ, what is this guy talking
about?"

Sam Jemlelity is an associate
editor at Playboy.com. His articles
have appeared in Playboy magazine, FHM, Unlimited, Blender,
Chicago, and the Chicago Tribune.

Dave Chamberlain is the Senior Editor
and Music Editor of Newcity, as well
as a contributing writer to Timeout
Chicago and Voyager Magazine. He
has a bachelor's degree in Slavic
Languages and Literatures from The
Ohio State University.

Chris Maul Rice (formerly known
as the symbol § before her sudden
conversion to Episcopalianism) now
eats only locally made chocolate
and Wonder Bread. When she's not
studying the teachings of her
newfound faith, Chris writes
features for Chicago Tribune's
Health and Family Section. She
spent four incredibly long years in
Detroit where she wrote feature
articles for MetroTimes and
MetroParent magazine. Another
nine long, wonderful years have
been spent as a part-time
teacher in CCC's Fiction Writing
Department. Her short stories have
appeared in HairTrigger and
Emergence, and (surprise, surprise)
she just finished her first novel.

Sarah Faust is a senior graphic
designer for Columbia College
Chicago' s Creative and Printing
Services. She earned her MFA in
Photography at Columbia and
currently teaches part-time at the
college . Her work has been
exhibited , published , and collected
nationally.

Elaine Richardson is the managing
editor of Newcity magazine and in
her extremely limited spare time
enjoys bourbon, classic films, and
as much sleep she can possibly get.

Lila S. Nagarajan will graduate
from Columbia College Chicago in
June. An Indian American, she has
been published in Kavithalaya and
The Feast, and her personal essay
on student teaching aired on
WBEZ. "I like dogs, cats, and kids
but live in a building that doesn't
allow any of these, so I have a pet
fish named Kafka. The S. stands
for Sivakami."
Michael Warr has won awards in
journalism, poetry, arts education
and administration, fields in which
he has absolutely no training. As a
BBC correspondent in Ethiopia he
used the name Mezegebe Worku ,
until hearing his first report and
realizing those were his initials.
Find his real bio at www.warrzone.
net.

As a Columbia College graduate of
the Fiction Writing Department,
Margaret Wappler is pleased as
punch to be writing for the debut
issue of Gravity. Her nonfiction
appears weekly in Newcity and her
fiction can be found in the latest
issues of the lurid lit journal
Sleepwalk and the progressive
entertainment magazine Venus.

Senior Editor Sam Weller has written for the National Public Radio
program "All Things Considered,"
Chicago Magazine, and the
Chicago Tribune Magazine. From
1997-2000, he was the Midwest
Correspondent for Publishers
Weekly. He is the author of Secret
Chicago: The Unique Guidebook to
Chicago's Hidden Sites, Sounds
and Tastes (ECW Press) and he
teaches in the Fiction Department
at Columb ia College. He is
currently writing the authorized
biography of Ray Bradbury.

Jan Nguyen has written for the
Chicago Tribune, Playboy.com, The
San Jose Mercury News, and The
San Francisco Chronicle. She
received her master's degree from
the School of Journalism at the
University of California Berkeley.
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SCENE FROM THE FILM STOLEN SUMMER

camera,

PHOTOGRAPH BY J. BRIDGES

greenlight

action,
BY SAM JEMIELITY

The thirty-seven-year-old Evansville, Indiana,
native has come a long way from shooting fiery
toy car crashes with his father's Super-8 video
camera. He is the director of photography for a
movie that is bound to make a splash at this
year's Sundance Film Festival: the much-hyped
Ben Affleck- and Matt Damon-produced film
Stolen Summer. Affleck and Damon sponsored a
contest, offering a first-time director $1 million to
make a film. When Chicagoan Pete Jones won the
contest, Biagi was tabbed for the director of photography slot. The entire process of making the
movie became the subject of the HBO documentary Project Greenlight.
But Biagi took a detour on his way to hobnobbing
with Oscar-winning screenwriters and Miramax
bigwigs. Although he had his precocious interest
in film-not to mention pyromaniac urges-Biagi
went to Marquette to study engineering. He realized his heart wasn't in it, so he moved to
Chicago, took a job at a law firm mailroom and
studied cinematography at night at Columbia.
Having worked on award-winning student films
before graduating from Columbia in 1990, Biagi

6

WHEN PETE BIAGI WAS A KID, HE ALREADY
MADE MOVIES THAT WOULD HAVE
IMPRES SED JERRY BRUCKHEIMER'S
HEART, IF NOT BIAGI'S PARENTS. "MY
BROTHER AND I USED TO MAKE LITTLE
ACTION FILMS," SAYS BIAGI, A HIGHWOOD,
ILLINOIS-BASED FREELANCE CINEMATOGRAPHER. "WE MADE ONE MOVIE WHERE
WE CRASHED LITTLE MATCHBOX CARS,
AND THEN PUT LIGHTER FLUID ON THEM
TO START THEM ON FIRE. WE GOT IN
TROUBLE, THAT'S FOR SURE."
worked on dozens of indie films, award-winning
PSAs, and union jobs such as 1997's Hel/cab.
His high profile in the Chicago film industry led to
an interview that got him the Stolen Summer gig.
In the summer of 2001, Biagi shot the film on
location
around
Chicago-in
Bridgeport,
Deerfield, and Rogers Park. To Biagi, Stolen
Summer expresses how religious differences are
less important than the common bonds of
humanity through a young boy's coming-of-age
experiences. "The film tries to break down the
wall and see humanity as all in this boat together," he says.
As the cinematographer on the project, Biagi had
to wear a body mic throughout the entire shoot for
the HBO documentarians. "We were definitely in
the pressure cooker," says Biagi. "I felt like a bug
under glass. There were four video camera crews
watching our every move. I just put my head down
and worked hard." Biagi rigged up one early shot
in the film, in particular, to capture the central
issues at play in the script. "The boy's in the back
seat of a station wagon, and you see the reflection of the underbelly of the trees along the street
in the rear window. The shot of the reflection of

the trees swaying cuts to a close-up of the boy,
with the trees moving past his face." For Biagi,
the image both presages the boy's journey and
suggests "a time of innocence, when you had the
time to ponder life."
While Stolen Summer promises to bring Biagi
attention at Sundance, he shot another film,
Design, which has also been selected for the
prestigious film festival. "Design has a totally different look from Stolen Summer," Biagi says.
" It's shot with high contrast, in muted puke green
colors. It shows the underbelly of life, at trailer
homes and strip clubs and seedy bars."
Despite his brush with Tinseltown's golden boys,
Biagi brushes aside visions of Hollywood glamour
and Oscar-night tuxedos. "Every film is the next
step on the ladder," he says, "but the ladder isn't
necessarily going up toward money and fame.
You're just moving forward."

body language
BY JAN NGUYEN

superhero worship
BY SAM WELLER
Ask most journalists to name their heroes and you'll likely get a short list that
includes Murrow, Cronkite, perhaps Fallaci , and even Walters (I know The View
stinks , but we're still talking about a pioneer). Ask journalism professor Len
Strazewski to name his influence and you get a completely different response.
"Clark Kent," says Strazewski.
Strazewski , forty-six, is a full-time faculty member and acting director of the graduate program in the journalism department at Columbia College. But until 1996,
he was part of the world of comic books. " I left when the comics industry began
to collapse, " he says. Strazewski blames a proliferation of titles, increased cover
prices, and comic book fans "being abusively milked as collectors" as the culprit
behind the industry's implosion. In his decade-long run as a comic book scribe,
Strazewski wrote issues of Speed Racer, The Flash, and Justice Society of
America, to name but a few. Then he had an epiphany: "I wasn't really interested
in writing about teenage male power fantasies anymore."
But long before he flew off into the sunset to become a journalism professor,
Strazewski grew up on Chicago's Southwest Side, worshipping Clark Kent and
dreaming of becoming a reporter like his hero. By age nineteen, he was writing
for myriad trade magazines to pay his bills as a college student. Later he would
become the managing editor of Screen magazine.
His days of bulging biceps and codpieces are over, but Strazewski still reaps
some rewards from that time. He just discovered a check in his mailbox. It was
a royalty payment for a toy based on a character Strazewski had created while
writing for The Flash. " It was a check for 500 bucks," he says, all aw-shucks,
bright-eyed, Jimmy Olsen-like. " For a limited edition character, that was a nice
surprise. "
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mass quantities
BY JAN NGUYEN

DAVID LETTERMAN'S TOP TEN LISTS
HAVE BECOME A PART OF THE AMERICAN
LEXICON. BO DEREK WILL FOREVER BE
ASSOCIATED WITH THE NUMBER TEN.
SPINAL TAP'S NIGEL TUFNEL'S AMPLIFIER
GOES TO ELEVEN. SAMMY HAGAR CAN'T
DRIVE FIFTY-FIVE. MICHAEL JORDAN'S
NUMBER WAS RETIRED, THEN NOT
RETIRED, THEN RETIRED AGAIN, AND
THEN WENT TO THE WIMPY WASHINGTON
WIZARDS.
NUMBERS, NUMBERS, NUMBERS.
WE COULDN'T LIVE WITHOUT THEM. IN
THIS ISSUE, GRAVITY TAKES A LOOK AT
THE NUMBERS THAT SHAPE COLUMBIA
COLLEGE.

what's up, holmes?
BY AVI YULISH

What do Shakespeare, Sherlock
Holmes, and the Bible have in
common? Try Peter Christensen,
who has taught classes on all
three. Christensen is sitting in his
small office in the English department at Columbia College, talking
casually about his decades of
teaching literature. One minute,
he's gristling as he analyzes all the
interpretations of the Bard on the
celluloid screen; the next, he's
explaining the classic situational
comedy in the Bible; and then he's
off lauding Sherlock Holmes.
Q: What do you think of all the
modern Shakespearean film adaptations?
A: Some have been good. The
Fishburne Othello was pretty good.
In Kenneth Branagh's Henry V
everything came together brilliantly, which was a surprise. Most
of his Shakespeare has been
wretched and self-indulgent, and
you leave thinking he should just
be put to death. But I still love the
old classics, like Marion Brande
in Julius Caesar, despite the fact
that it becomes a cowboy movie in
the end.

Q: What's the worst production
you've seen?

Q: You have an obsession with
Sherlock Holmes, don't you?

A: This one production of The
Tempest. I taught Shakespeare for
forty-seven consecutive semesters, but in this play I had no idea
what was going on. I don't know if
the guy playing the lead was born
with a Hungarian accent or he was
putting it on.

A: I've read every Holmes mystery. I just love the character, not
only because he's eccentric, but
also because he gives people the
feeling that everything is going to
be okay. As long as we live in a
troubled world where people need
reassurance, I don't think characters like Sherlock and Watson will
die. They are a fantasy, but a fantasy we need.

Q: Has your main focus in teaching at Columbia been solely
Shakespeare?
A: At last count I had taught thirtyseven different courses. The Bible
as Literature was one I was hesitant about. Do you know how
dense the Bible is? I enjoy it now
and the language is irreverent and
funny. A whale vomiting up Jonah?
I mean, there 's just comedy built
into these deeply serious points.
But in class we talk about it the
same way we talk about Sherlock
Holmes, which I teach as well.

Peter Christensen's top picks for
Shakespearean film adaptations:
Wells's Chimes at Midnight in
which he adapted a number of
plays. It is absolutely pure
Shakespeare and pure genius.

Henry V with Lawrence Olivier. It
was made during World War II, so
all the edges are taken off and it's
sort of a propaganda film, but
Olivier is the wittiest actor ever.
A movie that a lot of Shakespeare
buffs hate: Zeffirelli's The Taming
of the Shrew. I just really like it
a lot.
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clothes encounters

chatting with saks fifth avenue
fashion1sta nena ivon
BY ELAINE RICHARDSON
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NENAIVON

"I deal with figures more than I deal with anything
else. I deal with figures and paperwork and seeing
how we get from here to there, much more than
whatever anyone else would think would be
creative," she says . " Now I happen to think that 's
creative because you 're making it happen .. .. [It's]
not just looking at clothes, not by a long shot. "
An original member of Columbia's Fashion Advisory
Council, lvon has been involved with the school
about fifteen years and was instrumental in helping
to create the current fashion program. She
continues to teach three different classes: Fashion
Show Production and Advanced Fashion Show
Production, which she says are basically about
"team building," and her favorite, History of Fashion
Designers. "It stretches me," lvon says. "It's making me do a lot of research and it's leading me down
interesting paths."
No matter what you say, she'll never say that fashion isn't a serious subject. "I think most people

think that fashion is fluff, and it isn't. We all have to
clothe ourselves. It's a huge industry, it employs millions of people and pumps billions of dollars into the
economy," she says. "So it's going to be a viable
industry forever. Now it may change-it certainly
does all the time. That's the nature of our business."
After nearly half a century, lvon, who has held the
same position at Saks for the last thirty-five years,
still finds fascination in fashion. And she's not taking any of the arguments that you only find true fashion in New York or overseas. "I think the Midwest
gets a bad rap," she says. "Chicago has always
been extraordinarily sophisticated as far as what
people wear. I get very bored with people saying,
'That's so Midwestern.' Well, what does that mean?
You ' re on a farm in Iowa or Indiana or whatever?
People who are on farms are not dull either. They
can be just as chic as anyone else." And lvon is not
afraid to let her students know that if they want to
find success in fashion, they can stay right here in
Chicago. "The hype and the myth of our industry is

that you have to be in Milan or in Paris or in London
or in New York," lvon says matter-of-factly. "If you're
creative you can be anywhere."
Chicago has some superb designers who have never
moved and are making wonderful lives for themselves, lvon stresses. "Are they the Calvin Kleins of
the world? No, because they don't get that kind of
hype, " she says. lvon predicts an entrepreneurial
future for fashion in Chicago. "There are going to be
more small boutiques to house the designers' garments. The question is how much is enough? How
much money do you need? How much hoopla do you
need to be comfortable? "
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radio head

discussing the art of the
interview with wbez's steve edwards
BY SAM WELLER

STEVE EDWARDS GIVES GOOD INTER VIEW-H IP AND INTE LLE CTUAL
REPARTEE THAT PROVES, TO BE A SM ARTY-PA NTS, YOU DON'T HAVE TO
BE AN EINSTEI N OR URKEL. EDWARDS, THIRTY-ONE , IS THE HOST OF
EIGHT FORTY-EIGHT, WBEZ RADIO'S MORNING MAGAZINE-FORMAT SHOW.
On any given day, Monday through Friday from
9:35 to 11 a.m. (with a greatest hits package
edited for Saturday afternoons from 2 to 3
p.m.), Edwards talks it up with politicos , celebs ,
freaks, geeks, and everyday Chicago folk. And
he traverses this chatty spectrum with the agility of an ambidextrous acrobat. From pop cultu re
to high politics, Edwards is both casua l and
direct, La-Z-boy loose and Mach 3 sharp. In
2001, Edwards was given the nod by the Public
Radio News Directors for best interview. And
now he's imparting his question-and-answer
wisdom at Columbia College , teachi ng a radio
interview class on Monday nights.
Q: So, what makes for a good radio interview?
A: First and foremost, what sort of insight
are you trying to uncover? What sort of answer
are you trying to get to? You need to have a
natural curiosity. I think a great ear helps
tremendously. Listening is so key.
Q: Former Bears Quarterback Jim McMahon
once admitted to playing with a hangover.
Have you ever hit the radio gridiron after a
beer-soaked night?
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A: No, I've been a good boy. But yo u' ll like this
story: the second day on the job I was driving
my boss home and we got into a car wreck. My
right arm flew into her, and I elbowed her in the
face and broke her nose. There I am, t aking out
the boss on day two.
Q: Fire off a few names of interviewers you
admire.
A: John Calloway. Terry Gross. Robert Siegel .
Noah Adams. Ted Koppel. Charlie Rose.
Q: Ever listen to Howard Stern?
A: I do, yeah! Since I've taken this job, I can 't.
But I used to all the time. I've been known to listen to Howard Stern, and I've been known to
watch Temptation Island.
Q: Where do you see radio going next?
A: Chicago is really earning a reputation ,
deservedly so , as a place that is trying to push
the boundaries of radio, particularly public
radio, and trying to tell stories in a different way
using documentary forms-but also narrative
forms. I think that's pretty cool stuff.

Q: What advice do you have for novice interviewers?
A: Have a clear sense of why you are doing the
interview. Pre pare well. Make sure that you 've
done en ough research to know at least a little
bit about t he subject, preferably everything
about it. A mistake that people make is they
t alk too much. Shut up. Ask short, focused
questions and let your guest respond. [Another]
mistake is not listen ing closely enough. It's happened t o me, too. You know, your mind is off
an d runni ng. Asking double or triple-barreled
quest ions, instead of one question at a time, is
al so a mista ke. I'm guilty of all this stuff, too, I
should point out.
Q: As an homage to Barbara Walters, "If you
were a tree, what kind of tree would you be?"
A: Huh?

aemmped uo,

it's music mogul 101 at columbia's
student run record label
BY DAVE CHAMBERLAIN

AT FIRST GLANCE, IT LOOKS LIKE ANY OTHER
CLASS: EQUAL NUMBERS OF MEN AND WOMEN,
ETHNICITIES, AND STYLES. BUT THIS IS NO
ORDINARY CLASSROOM OF STUDENTS; THESE
YOUNG STUDENTS ARE THE FUTURE ARTISTIC
TASTEMAKERS OF AMERICA. WITHOUT QUESTION
ONE OF THE MOST UNIQUE UNIVERSITY-LEVEL
CLASSES IN THE UNITED STATES, COLUMBIA
COLLEGE'S DECISION MAKING IN THE MUSIC
BUSINESS COURSE WITHIN THE ARTS,
ENTERTAINMENT, AND MEDIA MANAGEMENT
DEPARTMENT ENDEAVORS TO TEACH STUDENTS
THE SOMETIMES-TREACHEROUS MUSIC INDUSTRY
FROM THE INSIDE OUT. OVER THE COURSE OF ONE
SCHOOL YEAR, THE STUDENTS NOT ONLY LEARN
ABOUT EVERY ASPECT OF THE RECORD-MAKING
BUSINESS, BUT ACTUALLY RELEASE AND MARKET
A RECORD ON AEMMP RECORDS, THE COUNTRY'S
FIRST STUDENT-RUN, STUDENT-MANAGED
RECORD LABEL.

Fortunately, the students have more than qu alified
leadership. The class's co-teachers are long-time
veterans of the music indus1)y: former publisher of
Down Beat magazine Chuck Suber and one-time
CEO of Polygram Records !twin Steinberg handle th~
teaching duties, while sixteen-yE)ar music
veteran Kevin Erikson acts as the faculty advisor to
AEMMP Records. Suber' and Steinberg started the
!
'
program in 1982, and not long the reafter
incorporated AEMMP Records.
The process is simple . Classes are divided equally
between two prongs: learnin~the industry and working within the industry. The latter- is where AEMMP
Records comes in. Students elect offic~rs-every
thing from a CEO to A&R to Marketing-solicit demo
tapes, and ultimately decide upon which reco rd to
release.
"The students elect officers," explains Suber, "but
we have ultimate authority. You can have the most
omous record company in the world, but
II a conglomerate that owns you. In this
umbia College." Although the label is
Suber, Steinberg, and Erikson are
sure things run smoothly. "Should
s-and there usually is-we have
step in and solve it," says Suber.

Crisis? In a classroom? "These are all very eager,
brignt, and ambitious students," Suber says.
"They'r~ getting power for the first time. But they've
grown up With a passion for at least one kind of
music . And to them, that's the only thing that really
will rule the world. What we're trying to teach them
is the broad base of the music industry, not just the
rap music industry, for example."
That challenge is something the instructors meet
head-on in cl.ass. "We get the students to understand what ·Is a marketable product," says Suber.
"Beginning with soliciting finished tapes-up to one
hund~ed a year-all in very different styles. With
good management, we explain to them that not one
person makes the decision, but when the decision
is made, that 's it."
Exercises in class help teach the students abollt
every type of music, focusing on nonpo~ular recordings to teach the basic principles of£ tension and
release through dynamics, tempo, and staccato.
Suber explains that they've had to re ~ove students
from office, just like might happen in t llle real world.
Accordingly, it's all part of preparing the students to
work in the industry. "Whether they're into alternative ," says Eriksson, "after we've chosen the
record, when we head into the next semester, w all

format, now we've got an artist, we have to go out
and maximize that artist. "
Eriksson continues, "We're trying to teach these
students to be music business professionals. That
is important, because when they go out into the real
world , they may not get the job they want at first, so
they really have to know how to work within the
system ."
The class of 2001- 2002 has narrowed down their
selection to six demo tapes as of press time , and
at the end of the semester will sponsor a live showcase to help them make their final decision. Of
cobl rse, soutinuing with the realism theme, sometimes there just is 't something good enough to put
to record. "I~ 198 . , the first year we did this,"
recalls Suber, "th€lycouldn't decide on a record. We
still gave them all 'A's. lfy~ u can't find a marketable

fin_e,...--dt. ~.·t

oduct,
throw\ .. <away the money. That
principle still'goes:.·

next}ssue~

.l

In the
we'll •see whether AEMMP
Records h s found an arti ~ worth recording, and
follow 1he class as the/market, distribute, and
ult imatE31y attemptto sell t he music .

have to have the same game plan. Forget about the
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the harrison
BY ELAINE RICHARDSON
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Thus is the history of the Harrison, a barely significant spot in the midst of Columbia College's
many buildings. For years it was, well, fairly
creepy. Dirty, dingy, almost scary, it wasn't even
a memoir of aged grandeur-it was simply old
and ugly. But even when it was new and shiny the
Harrison still wasn't what you'd call important.
While its counterparts-the Congress Plaza, the
Blackstone, and the old Sherman (now the
Chicago Hilton and Towers)-still retain social
and architectural credibility, the virtues of which
have been heavily recorded in the pantheon of
historic writings, the Harrison retains only moderate sign ificance. The American Institute of
Architects Guide to Chicago offers but one line
about the place, detailing the notable features on
the building's exterior: "High-style Art Deco
embellishments include voluptuous figures and
stylized foliage."
There is, however, something inherently fascinating about the Harrison because its architect,
Alfred S. Alschuler, and developer, Arthur Rubloff,
both made significant contributions to Chicago's
urban design. At the time of the Harrison project,
Alschuler had already made a major contribution
to city architecture, and Rubloff stood poised to
imprint his vision on North Michigan Avenue and
forever change the face of River North. In a town
hip-deep in famous architects, Alschuler's name
remains largely unknown, but some of his buildings are still fairly easy to find. His crowning glory
is the London Guarantee and Accident Building,
constructed from 1922-23 and facing the Wrigley
Building on the southwest corner of Wacker Drive
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and Michigan Avenue. The building, a triumph of
classical architecture with columns and a tempietta (a type of columned cupola) on top, remains
a major figure along downtown's main drag.
Alschuler went on to design the original Chicago
Mercantile Exchange building on Franklin in 1927
(it was replaced by a more modern structure in
1981), as well as numerous other commercial
and industrial sites. The Harrison developer,
Arthur Rubloff, began his professional career
working for his father's ready-to-wear business
manufacturing ladies' clothing. A Chicago Tribune
profile from 1954 explains Rubloff's jump from
outfitting women to outlining the Chicago skyline .
"The father's plant burned down the day after his
insurance had been cancelled," the article
states. "The father sent the son downtown to
lease a loft in Market Street. The realty man with
whom Rubloff dealt was so impressed by the
youth that he offered him a job." From those
beginnings, Rubloff went on to develop Sandburg
Village and hundreds of other major projects. He
coined the phrase "Magnificent Mile," and he
was the driving forced behind the creation of what
is now North Michigan Avenue.
The Hotel Far removed from the Magnificent Mile,
the Harrison Hotel is rarely mentioned in connection with Rubloff or Alschuler. Begun just one year
into the Depression, it might not have been either
man's ideal project. The Lake County Discovery
Museum displays a 1933 postcard advertising
the hotel featuring a map, showing the hotel's
proximity to Chicago's great amenities, and a
rendering of the building's exterior. In this depic-

THE SECOND BLAZE
OCCURRED WHEN A SEVENTYONE-YEAR-OLD RESIDENT FEL L
ASLEEP ·WHILE SMOKING IN A
RECLINER.
tion the hotel is bright and sunny, though not luxurious looking. Both the hotel and garage have
signs hanging from the side corners and running
more than three quarters of the height of each
building (not the ghost sign currently visible from
Grant Park). The postcard offers these statements : "Chicago's Newest Harrison Hotel: 400
Rooms-Fireproof. Free radio, circulating ice
water, tub bath or shower in every room. 500-car
garage with direct entrance to hotel lobby.
Harrison Street, just off Michigan Boulevard.
When in Chicago stop at the Harrison Hotel."
In March 1989 and again March 1993, the
Harri son Hotel caught fire. The second blaze
occurred when a seventy-one-year-old resident
fell asleep while smoking in a recliner. The hotel
fell into disrepair until 1996, when the owner
sold the Harrison to Andy Youkhana, who started
a Travelodge franchise. Three years and $2 million later, the Harrison was the Travelodge
Chicago Downtown, its sign now ghostly dark and
overlaid with a lighted Travelodge logo. The once
horrific lobby has become bright and welcoming,
with a true reception desk, soothing floral carpeting, and comfortable chairs. Its original 400
rooms have decreased to 250, ostensibly providing more variance in room styles, and the exterior retains its slight architectural significance,
with the bountiful women bearing fruits and
foliage . The Commission on Chicago Landmarks
qual ifies the hotel as possessing " potentially significant architectural or historic features."
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"SOMETIMES YOU CAN SEE HOW SEEDS WERE PLANTED," BEY SAYS, LOOKING BACK
AT HIS PRECOCIOUS INTEREST IN ARCHITECTURE. "I GUESS I ALWAYS DID LIKE A
GOOD BUILDING." BUT IT WOULD BE MANY YEARS BEFORE BEY WOULD TURN HIS
JONES FOR BEAUTIFUL STRUCTURES INTO A PROFESSION. AFTER LEAVING COLUMBIA
COLLEGE IN 1988 (FIVE CREDITS SHORT; HE GRADUATED IN 2001) FOR THE CITY
NEWS BUREAU, BEY MADE HIS MARK AS A HARD-BITTEN CITY REPORTER, FAR
REMOVED FROM AESTHETIC QUESTIONS, COVERING CRIME, MURDER, AND AS HE
SAYS, "EVERY KIND OF URBAN MAYHEM."

Eventually landing at the Chicago SunTimes, Bey worked on general assignment
reporting. He helped break the Mel
Reynolds story, and he followed that
National Enquirer-worthy sex scandal for a
year. Then, despite lacking any architectural background, Bey took on the architecture
beat. Over his five years as the paper's
architecture critic, Bey's skill and vision
came to the attention of at least one very
important reader: Chicago Mayor Richard
M. Daley. In the spring of 2001, Daley
tapped Bey as his new Deputy Chief of Staff
for Planning and Design.
Fate had played a trick on the young kid who
once wondered who decides which building
goes where in Chicago. Now, at thirty-six
years old, Lee Bey has that very job. Or, as
he puts it with a laugh, "I'm the moron people mean when they say, 'Who built this stupid building here?!?"'
Bey's path to becoming City Hall's urban planning
fall guy is as winding as the Chicago River. After
growing up on the South Side and attending
Chicago Vocational High School, he studied journalism at Columbia College. In 1988, Bey moved
on to the now-defunct City News Bureau, the historic training ground for cub reporters. He started
off as a phone jockey. "It was a really humbling
thing," Bey says with a laugh. "You're fresh from
college and you 're picking up the phone: 'Good
morning, City News Bureau ."' Eventually, Bey
moved onto the police beat in area four on
Chicago's West Side. "I was covering shootings,
rapes, stabbings, and anything else that came
across my plate. If the mayor was making an
appearance, or a political candidate was coming
through, I picked that up as well."
After his stint at City News Bureau, Bey scored a
summer internship at the Sun-Times and eventually a general assignment reporting post at the
Daily Southtown. In September 1992, the SunTimes offered a full-time position, so Bey
returned to the Wabash Avenue daily. Then-editor
Julia Wallace asked Bey to join what she called
the Impact Team, whose job was to boost the
Sun-Times's sagging Sunday circulation with quality investigative pieces. "It was like Mod Squad,"
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Bey says, laughing, except with more people-!
think there were six of us." Bey wrote about everything from weapons smuggling at O'Hare to school
desegregation. "I wrote about how the public
school system had spent a billion dollars on
school desegregation over the past twenty years,
and of course the schools are no more desegregated than they were back then," he says with a
rueful chuckle. "Because the black population of
the school was large and expanding, the schools
were no more desegregated. But a billion dollars
had been spent."
Bey's biggest story for the Impact Team,
however, would be the stranger-than-fiction Mel
Reynolds imbroglio. On June 8, 1994, reporter
Michael Sneed ran a blind item in her Sun-Times
gossip column: "Is it true there is another politician who may be in trouble with the law? Does it
involve a minor? Sneed hears the Cook County
state's attorney's office received a phone call
last week and a police report was subsequently
filed. If it's true, it's a shocker. If it's false, it's
reprehensible. Stay tuned."
The managing editor called Bey, Sneed, and
fellow reporter Maureen O'Donnell into her office
and revealed the name behind the item. Bey
and his colleagues investigated for two months
into the allegations of sex with a minor and

obstruction of justice.
"Maureen and I had to
beat the bushes," Bey
says. "It was good oldfashioned shoe leather
reporting. It wasn't
Internet searches and
Lexis-Nexis searches. It
was stuff I learned at City News. Getting out on
the street and thinking, "Who do I know?" Luckily,
I had covered Mel's campaigns at City News
Bureau and at the Daily Southtown. I roughly
knew the social and political terrain that he had
walked on." Over the course of 1994 and into the
summer of 1995, Bey wrote more than one hundred articles on the lurid details of Reynolds's
phone conversations about sex with a minor, the
dramatic courtroom reversals of witnesses, and
the general circus surrounding Reynolds 's trial.
About the time the Reynolds trial ended with a
conviction, the Sun-Times Impact Team disbanded . And Bey felt the urge to broaden his reporting
horizons. " Most of my career I had written stories
of rape and murder and mayhem, and I wanted to
do one story that played against type," Bey
recalls. " I went looking for something that was
funny or light." Another editor told Bey to write
about the fiftieth anniversary in Brookfield,
Illinois, of a bizarre pre-fab house called the
Lustron. The Lustron was the steel and porcelain
brainchild of Carl Strandlund, a post-war visionary
who designed the home to withstand weather,
rust, even rats. Bey jumped on the story. At the
time, the Sun-Times had a new editor from
London, Nigel Wade. Wade stopped by Bey's desk
while he was finishing the Lustron article. "Wade

had been there a couple of weeks, " Bey recalls.
"He asks, 'Mr. Bey, what are you working on?' I
told him, and he said, "Oh, this must be for the
home life section. "' For a news reporter like Bey,
Wade's assessment amounted to denigrating his
story. "I thought, 'I'm out, I'm fired,"' Bey recalls
with a laugh. "I thought, 'He doesn't even like the
concept of the story. " ' But when the story ran, it
impressed the city desk editors and Wade.
With one feel-good clip under his belt, Bey figured
it was "back to chasing gangbangers. " But when
Bey heard that Wade wanted someone for the
architecture beat, he threw his hat into the ring.
Shortly thereafter, Wade took Bey into his office
and said , "Mr. Bey, Chicago is a city of great
architecture. We need someone to cover it. You're
it." Bey explained that his background in architecture basically amounted to his story on the
Lustron. To which Wade said, "Oh, you'll do fine. "
Suddenly, Bey found himself tackling a subject
near and dear to the hearts of many Chicagoans.
Chicago has a yin-yang approach to architecture.
On the one hand, the city takes architecture very
seriously. The names Sullivan , Wright, van der
Rohe, and Jahn attest to the world-class caliber of
construction in the Windy City. The Chicago
Tribune has a Pulitzer Prize-winning critic, Blair
Kamin, writing with erudition and sophistication.
But at the same time, urban design and planning
in Chicago is not the sole province of the intelligentsia or people with advanced knowledge of
building construction. Everyone from bus drivers
to busboys seems to care about what goes up on
Chicago's skyline or gets chosen as the new
Bears stadium. When a plan for a new building
hits the daily headlines , a chatty cabbie is just as
likely to critique the new structure as the Bulls'
line up.
It would not be overstating the case to credit Lee
Bey for making urban design into water cooler
conversation. When he began researching his
new beat, Bey recalls, "I noticed that the one
thing that was largely missing was architectural
preservation. Everybody talked about it, but it
didn't have a presence in the newspaper,
particularly our newspaper, that was commensurate with the interest out there." Because he did
not feel proficient enough to do architecture criticism right away, Bey wrote his articles specifically for the news pages of the paper, rather than the
arts pages. "News would drive the coverage,"
Bey recalls. "And I wanted to show the reader
what I was writing about, so I would purposely
write the stories a little shorter to give room for
photographs."
Bey turned his attention away from the steel and
concrete monoliths that grabbed all the headlines
and attention to Chicago neighborhoods.
"Architecture coverage seemed centered on
downtown, or whatever the hot neighborhood was
at the time, " Bey says. " I wanted to write cover20

age that would show Chicago in the way most
native Chicagoans experience it, which is neighborhood first and downtown second." Looking
back, Bey traces the populist bent to his writing
to his South Side upbringing. "Many times the
idea is that if you grew up on the south side of the
city you spent your life ducking bullets and you're
the first person in your family to ever see the
inside of a school," Bey says. " I remember sitting
on porches with guys I grew up with, even though
we all wouldn't wind up being successful , we all
dreamed about a tomorrow that was better than
today. Looking back over my old clips, I realize
that wanting to somehow connect with this solid
middle stripe of Black Chicago really did guide
what I wrote." In that vein , Bey wrote about
Bronzeville and the preservation attempts going
on in that South Side neighborhood. Ultimately,
with Bey's help, Bronzeville residents saved the
Eighth Regiment Armory, which still stands as a
military high school. "I made architecture coverage that rolled up its sleeves and showed
Chicago the way a native would see it," Bey says.
"Then, when I began to incorporate criticism into
it, that guiding principle still stayed there ."
Once Bey began sewing his oats as an architecture critic, one of his targets became Block 37,
the undeveloped stretch of prime real estate on
State Street that has languished for more than a
decade. In the spring of 2000, Bey critiqued a
proposed development for the site that had the
mayor's approval. "The city and its developer
have rolled out a design for Block 37 that is lackluster enough to cause alarm ," Bey wrote. To a
comment by Alderman Burton Natarus that the
development project marked " probably one of the
most outstanding events that you and I are going
to witness in the century, " Bey commented with
his trademark sense of humor, "The century has
to get better than this." The development never
saw the light of day, but Bey can't help but laugh
thinking back to what he wrote. "Little did I know
that two years later I would end up having to help
put something on Block 37, " Bey says, chuckling.
In May 2001, when the mayor offered a job, Bey
decided to make the move to City Hall.
Notwithstanding his indictment of Block 37, Bey
obviously saw much to like in Daley's approach to
urban planning. "Daley's work in the city made my
job ten times easier. You could say, why can't
something good be built here, when a year and a
half ago, something good was built here. Why
can 't this urban space be rendered better, like the
one that was done two years ago on this spot. "
"As a native Chicagoan, I've always been fascinated by Richard J. Daley's approach-Daley the
Builder," Bey says. "Look at the number of big
quality buildings that were built in Chicago under
Richard J.'s watch. Richard M. comes to a city,
particularly downtown , that is built up, and instead
of being Daley the Builder he's-as I once wrote-

Daley the Beautifier. He's taking this big, brawny
city that his father helped finish building and he 's
refining the edges of it." Bey points to the
museum campus and the city 's emphasis on
landscaping-on median flowerbeds and planters.
"When you look at where they're placed, the level
of detail, and what they do to the city in total, it
really does make Chicago what the city model
says it is supposed to be: 'a city in a garden.'"
As Deputy Chief of Staff for Design and Planning,
Bey's duties at City Hall consist of advising the
mayor on issues of, surprise, planning and
design. He also has to work with the various city
departments to implement the mayor's vision
throughout Chicago. Last fall, Bey decided to
back up the words he wrote about Block 37 while
at the Sun-Times. Frustrated with the direction of
current projects, he recommended the city
engage in taking back Block 37. He got his wish.
" Now I have to make sure something happens
there," Bey says, amused at his predicament. His
day-to-day duties parallel, in many ways, his previous journalistic responsibilities. "Instead of
making criticisms in the paper, they become
memos and discussions with the mayor and
department heads," he says. But the job is far
from solely philosophical. "Part of my job is to be
the enforcer. I was in a meeting about a project
today, and I had to call the developer in and say,
'You're taking too long. You're making me mad,'
and remind him of the importance of what he's
doing to the city. The developer was giving reasons, some of them valid, why the project wasn't
coming along. I said, 'This discussion we're in is
taking us further from our stated goal , which is to
build something on this spot for the people of
Chicago.'"
While Bey clearly has a politician 's quick wit and
eloquence, there is a definite learning curve in
the move from journalism to government. "As a
journalist, you want things to happen right now.
There's a hole in the newspaper, fill it up right
now. By tomorrow, there 's a story in the paper.
Government doesn 't work that way. One thing I've
been wanting to do is strike that happy medium
between my desire to make things lightning fast
and what often happens in government, where
things often happens at a glacier's pace. I try to
find that space in the middle, hopefully in the middle and toward fast, where the wheels of government can spin effectively. Trying to find that spot
has been sort of tough.''
Having moved from journalism to city planning,
Bey might seem a likely candidate for a future
jump into politics . But that hasn 't crossed his
mind yet. He's still happy being the guy other
little kids can wonder about when they look at the
Chicago skyline. "I like the opportunity of getting
to work with a mayor whose philosophy I respect,
and of making something happen in the city
where I was born.''
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My idea to facilitate some public dialogue on
the ability or inability of artists to build a suecessful career from the Midwest emerged out
of a conversation between poet-educators
Quraysh Ali Lansana and Mario. The two
poets were considering the predicament of
Hamid Drake, a world-renowned, Chicagobased percussionist who had just returned
from a gig in Morocco. Lansana wondered,
"Why doesn't this internationally recognized
musician get the props and money he is due
here at home? I was shocked that he was
playing all over the world, but for pennies
here at home. " It was out of such observations that Lansana coined the term "Victims
of the Midwest. "
There is no single description of the state of
artists in the Midwest. The root question is:
Does an artist have to leave Chicago to be
successful?
Poet and professor Elizabeth Alexander, who
spent an early stage of her literary and teaching career at the University of Chicago, says ,
"Sometimes you just have to leave and find
yourself. You get away from people who see
you as a child and come back with something
new. " She adds, however, that while Chicago
was a proving and nurturing ground for her,
" If you are still in the place where you came
of age, it is a different matter." Alexander,
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who was born in New York, grew up in
Washington , D.C., and spent time as a
reporter at the Washington Post, experienced
this herself with the release of her book of
poems Antebellum Dream Book (Graywolf
Press , October 2001).
"When my latest book came out I received
wonderful attention from the Washington
Post, which paid no attention to my early
work," recalls Alexander, who now teaches at
Yale University, where she is a fellow at the
Whitney Humanities Center. "But the daughter had been gone long enough and now had
something to show for herself."
It appears that Alexander went through the
same process as Sandra Cisneros and Ana
Castillo , but in a different city. This raises
more questions. Are artists in the Midwest
confronted with unique challenges not faced
by artists in other regions? Is the issue
based more on other factors, such as genre
differences, the stage of one 's career, or the
quality of one 's work, as opposed to regional
distinctions? Perhaps it is all of the above
and more.
Of course, there are plenty of examples of
artists who came to the Midwest from elsewhere and gained national recognition and
others who are homegrown who did not have
to leave to achieve recognition. Then there
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are those who gained notoriety in one field
while in Chicago, but had to leave to advance in
another field. Regardless of the exceptions,
the concern for artists in Chicago and elsewhere in the Midwest is whether their environment includes the resources, infrastructure ,
and cultural attitude needed to facilitate successful careers in the arts-however they might
define success .
Consider the example of the Chicago hip-hop
community. Common had to confront the reality
that if he was to move beyond Chicago's hiphop underground and achieve commercial success he had to leave for New York. Always
expressing his love for Chicago and calling it his
foundation , he frankly explains that he had to
leave because business was more lucrative in

ARTWORK BY JAMIE THOME

New York. The industry people he needed to
work with were in New York. There he could walk
into the offices of record executives and look
them in the eye to see if they were lying. He
also signed with a major label in New York.
Landing a recording contract in Chicago is more
difficult because of the relative dearth of
recording labels. This translates into fewer
opportunities for collaborations with established artists, less media visibility, and less
potential for gigs on the periphery of hip-hop in
the film, broadcast, and fashion industries.
Those are some of the key components in what
could be called a hip-hop ecosystem . Common
moved to New York , but he could have found a
hip-hop ecosystem more evolved than
Chicago 's in Atlanta or Los Angeles . Insiders
argue that the San Francisco Bay area and
Houston also have access to parts of the hiphop ecosystem that are not available in
Chicago.
24

While agreeing to the limitations based in a
weak local recording industry and other key
parts of a hip-hop ecosystem , Lansana , who is
studying for his MFA at New York University and
working at Henry Holt Publishing, also thinks
that the obstacle to hip-hop in Chicago expanding beyond the underground is rooted in
Midwest conservatism. " It is about a lack of
open-mindedness. It has to do with some folks
jumping on a bandwagon of bad press associated with hip-hop and thus not opening up their
media, resources , and pocketbooks. It has to
do with people being so conservative that they
are afraid and overwhelmed more by the
negative than the positive. " Lansana sees this
conservatism reflected in radio stations such
as WGCI not playing Common until he became
a hit.
It is not difficult to
find artists in Chicago
who
agree
that
" Midwestern conservatism " is part of the
problem. Zerang sees
the provincialism of
the media as a form
of conservatism and
as the most critical
obstacle to building a
career as an artist in
Ch icago. " I've seen
some half-ass crap
performed on stage
in New York and the
next day it is written
up in the Village Voice
or The New York
Times. The reviewer
may not have liked it,
but the work was taken seriously. Here no one
would write about it, even to come out to say
this is terrible. " Zerang says there have been
some positive changes concerning the coverage
of creative music in the press, but still sees
media provincialism as the most significant
problem.
Poet, performer, and singer Marvin Tate, one of
Chicago's most unique talents, studied poetry
at Columbia College with Art Lange and Paul
Hoover. Music critic ·Howard Reich wrote of the
band Marvin Tate's Desettlement, "This collection of vocalists and instrumentalists eludes

in Chicago, it is a segregated diversity that seldom exists side by side. "We have AfricanAmerican and Latino theater groups in
Chicago," says Tate, "but why can't they also
exist in the Loop 's theater district where all cultures can collide? " Tate left Chicago for New
York for a few years in his early twenties. He
was "following a girl ," but once there he had
dreams of becoming a quadruple threat-writer,
singer, actor, and artist. In New York he found
true multiculturalism. " Brazilian music was right
next door to hip-hop. Not only did Brazilian
music coexist right next door, but there was
also a Brazilian strain within hip-hop. We don 't
have that kind of diversity here, " he claims.
The other form of conservatism is straight-up
puritanical from Tate's view. One Rogers
Park-based club will not have Desettlement
back, he says, because in his effort to "take a
song as far as it can go, " he pulled down his
pants during a performance at the club.
Another club found a couple having sex during
one of Desettlement's performances and held
the band responsible, so the band won't be
returning to that Wicker Park venue for a while.
Another hip venue talks about having a community of bands, but, says Tate, "they only invite
us if other black bands are playing. " In sum,
Tate says, "As a black band trying to do something challenging you have to get out of
Chicago. You have to say fuck this establishment and go make a name for yourself on the
road. You have to go to New York, Los Angeles,
Europe , and Japan. "
The trials and tribulations that Marvin Tate's
Desettlement has faced on the local club scene
reveal another resource problem: venue availability. If a band is locked out of a core of critical clubs, which affects its visibility, audience
building, and income, where else can it go? To
your own living room, Michael Zerang might say.
Zerang founded the former Links Hall series
and now runs The Candlestick Maker, a performance space he runs out of his own living
space, which is packed when twenty-five people
show up. "Venues come and go," says Zerang,
" I have never encountered a time where there
was no place for me to play-a new club, a
restaurant with music in the back, a gallery, or
a coffeehouse ." Still, Zerang acknowledges

easy description , but at the very least its work
can be considered a bizarre mixture of performance art, social satire, and first-rate gospel
and blues singing."

that while he can find work in Chicago, "when
it's time to make serious money, I have to
leave . I often joke that one of the greatest
things about Chicago is that it has an international airport."

Tate , who performed with Desettlement at New
York's famed Knitting Factory this year, sees
Midwest conservatism reflected in a lack of
"true multiculturalism. " While there is diversity

I will continue considering this issue of being a
victim of the Midwest. To let me know what you
think, you can reach me at vom@gravity.colum.
edu.
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HE THOUGHT A
LENS THAT
LOOKS LIKE A
PERISCOPE
ATOP A WHITE
VAN WOULD
MAKE THEM
LOOK ABSURDLY
A-TEAM OR
MISSION:
IMPOSSIBLE.
GEYER' S CHURCH CEMETERY LOOKING ON TO 3 MILE ISLAND
NUCLEAR FA CILITY, PLYMOUTH, PA

"You can turn any large, open , interior space that
can be closed off into a camera. You could turn a
cave into one, " says Beaman , whose van is now
parked on a side street in Chicago. To guard it ,
one of those car clubs is strapped across the
steering wheel, as well as a "Danger, Asbestos
Hazard " sticker prominently displayed on the interior door (no asbestos is actually in the van ).
As an undergraduate photography student at
Florida State University a decade ago, Beaman
first stumbled upon the idea , and for several
years, kicked it around with Miller. " I was playing
around with a camera , and thought, 'Wouldn 't it
be cool to make a really big one?' And not just a
really big one , but one that you can drive around.
It would be the transportation, and it would be
the camera ," says Beaman. Eventually, he'll even
sleep in it on the road.
He admits that the idea is not original , that someone in Norway (or Sweden) had beaten him to it
with a camper camera. Still, Beaman and Miller's
vision of an oversized camera would work differently. The two backburnered the idea until last
summer, when Beaman , now a graduate student
at Columbia , nabbed two grants-one from the
Albert P. Weisman Scholarship Fund , and another
from the Union League Civic and Arts Foundation .
He used some of the money to buy the 1984 step
van , a former uniform supply truck.
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periscope. Light enters through the pinhole ,
bounces off the forty-five-degree-angle mirror and
shines directly onto the film which is loaded on a
huge roller easel on the floor of the van. The gargantuan film is thirty inches wide by one hundred
feet long, and is kept cool with a gizmo grafted
from an electric cooler. Three black drop cloths,
draped at the front and back entrance, shut out
interfering light and basically transform the van
into a dark room. There 's just enough room to roll
out a sleeping bag or two alongside the roller
easel . It took a summer of tinkering, but Beaman
and his partner turned the rumbling truck into a
huge camera.
The day Beaman and Miller left for their tour of
t he Northeast, it rained and flash flood warnings
were issued. With the rain shadowing them, they
drove a day-and-a-half before stopping. Between
Ann Arbor, Michigan, and Lake Erie , they got
exact ly one shot.
The pinhole in the lens is a little larger than a millimeter in size, so exposure time can take a
painstaking two-and-a-half to four hours. "We had
to hold the van still for that long, which is not
easy," Beaman recalls. " I have four jacks to put
on each corner so that passing trucks wouldn 't
shake it. "

"These things are indestructible, " says Beaman,
who is thirty years old and laughs with ease at
himself. " If the engine burns out, you put another
one in. If somebody backs into you or you scrape
against a pole , everything is flat so there 's no
body panel to re-do. It's a tank. "

Ideally, to shoot pictures with a camera van , there
should be at least two people , as Beaman found
out-one atop the van maneuvering the lens and
the other inside adjusting the composition . To
communicate , they'd walkie-talkied one another.
Th is worked out well , but when Miller left after
two weeks , as planned , and flew back home to
Las Vegas , Beaman ran into some trouble .

To turn the van into a properly working came ra,
Beaman cut a hole in its rooftop and inserted a
pinhole lens , which looks something like a

" It was really hard looking for shots driving on my
own ," says Beaman. Once he did f ind a picture to
take, if he wanted to check on or adjust the angle

of a sh ot, he 'd have to climb a wooden ladder
used to get to the rooftop , hop in and out of the
van numerous dizzying times. (During the solo leg
of t his trip, Beaman also landed a fifty-dollar
t icket in Gettysburg National Military Park in
Pennsylvania , because a ranger didn't like the
way he had parked the van off the side of a
winding road ).
Luckily, another friend, a writer named Jay Ferarri ,
joi ned him in Washington , D.C., soon after, and
t he two headed northeast, back through
Pennsylvan ia. They were out another wee k, and
for all t he work he 'd put into it, Beaman ended up
with just ten prints . "Most of them were underexposed," he says. " Light doesn 't stay the same,
especially in August with the thunderstorms. "
Beaman calls the cameravan his " prototype camera" and his work on it the "Art Farm " (the
process is very much like the cultivation of a
crop, he explains), and intends to take another
road tri p in early summer. When he and Miller
we re first drawing up the plans for the pinhole
lens, Beaman thought about putting it on the side
of the van. He thought a lens that looks like a
periscope atop a white van would make them look
absurdly A-Team or Mission: Impossible. Miller
insisted and Beaman is now glad he went with his
fri end 's idea.
" It's an intuitive process, " says Beaman .
The first week out on the road , Beaman and Miller
spent most of their time doctoring the van. The
muffler fell off. The carburetor needed to be
replaced . And , one day, after spraying off the van
at a car wash , they drove off without the pinhole
lens . They found it back at the car wash , slightly
dented from where they ran over it.
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STEPHEN T. ASMA IS A RENAISSANCE MAN. SURE, THAT TERM GETS THROWN AROUND
A LOT, BUT WHAT ELSE CAN YOU CALL A MAN WHO IS A WRITER, A CARTOONIST, AND A
SUCCESSFUL BLUES MUSICIAN, NOT TO MENTION A TALENTED TEACHER? ASMA,
AUTHOR OF THREE BOOKS, INCLUDING THE POPULAR, OR AS HE PUTS IT, THE "SEXY"
BUDDHISM FOR BEGINNERS, HAS PLAYED IN THE BAND HOWARD AND THE WHITE BOYS
WITH EVERYONE FROM BUDDY GUY TO BO DIDDLEY, AND IS A CONTRIBUTING CARTOONIST FOR SKEPTIC MAGAZINE. AT COLUMBIA COLLEGE , WHERE HE WAS NOMINATED FOR
TEACHER OF THE YEAR IN 1993-94, ASMA IS ALSO THE ACTING CHAIR OF THE LIBERAL
EDUCATION DEPARTMENT.

STEVE ASMA

So does he have any spare time? Believe it or
not, yes. In the past, he's spent it writing for such
pulp fiction rags as the Chronicle of Higher
The
Humanist,
Biology and
Education,
Philosophy,
and
Philosophical
Quarterly.
Currently, he's mulling over starting another book
on the difference between Mahayana and
Hinayana Buddhism, inspired by a recent trip to
China. And then there's an article brewing about
the relationship between blues music and artistic
integrity, inspired by a jaunt to the Mississippi
Delta where Asma tried to track the roots of
Robert Johnson.
Asma wrote and illustrated Buddhism for
Beginners in 1997 and describes the comic bookcum-learning manual as "Monty Python meets
Buddhism." It was published as part of the
Writers and Readers series, which was created in
the 1970s to spread "heavy stuff." Asma's entry
in the series has sold 30,000 copies and has
been translated into Spanish. It contains stark
black-and-white drawings that run the gamut from
Edward Gorey-strange to Sunday's comics-silly.
Serious talk about specifics like the differences
between the various schools of Buddhism gets a
far lighter, more dynamic treatment than the typical Religion 101 explanation. Asma gives
Buddhism a hipness factor, noting that many transcendentalists, New Agers , and "every bongoplaying poet" from the Beat era rushed into the
arms of some form of Buddhism.
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Asma admits that in his first book, his approach
to a difficult subject wasn't so accessible to us
regular Joes and Janes. "The first book was for
specialists," Asma says, referring to Following
Form and Function, about the philosophy of biology and evolution theory. " It did well as an aca-

THE BEETLES ARE SO
VORACIOUS THAT THE
CLEANING PROCESS HAS
TO BE CAREFULLY TIMED,
OR THE BUGS WILL
START CHEWING INTO
THE ACTUAL BONE,
THEREBY WEAKENING
THE SKELETON.
demic book and it was good for my career, but it's
written in traditional jargon. I can barely understand it myself now."
For Asma's latest book, Stuffed Animals and
Pickled Heads, he visited several internationally
renowned museums-including New York's
American Museum of Natural History, Chicago's
Field Museum, and Paris 's Grand Gallery of
Evolution-trying to distill what makes an exhibit
successful. When an exhibit works , Asma says ,

education and entertainment work to inspire ,
influence, and substantiate one another. And
while peeking around those kitschy, creepy dioramas we all love , Asma learned about the "sick
stuff" that goes on at a museum. For instance,
museums keep tanks of dermestid beetles,
otherwise known as flesh-eating beetles, to clean
every last morsel of flesh off of the bones we see
eventually constructed into skeletons. The beetles are so voracious that the cleaning process
has to be carefully timed, or the bugs will start
chewing into the actual bone , thereby weakening
the skeleton . And most frightening of all , the bugs
are kept sealed in a submarine-like chamber. If
they get out, the bugs could effectively chew
through a museum's whole collection. Asma
describes the smell of the chamber as "the
foulest, most pestiferous stench you can imagine, " comparable to a fast-food dumpster on a
sweltering day. These kind of details may make
some readers squirm, but they also make it
impossible to put down Stuffed Animals and
Pickled Heads.
Asma honed his populist approach to heady subjects from teaching scores of Columbia College
students, a group that can be more concerned
with being the next Martin Scorcese than the next
Martin Heidegger. "The trick is to engage the students, " Asma says. "You have to make it about
live issues; it's not just reading Plato and
Aristotle. "
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BY HEATHER HARTLEY

I AM FORTUNATE TO BE SURROUNDED BY A CIRCLE OF FRIENDS WHO ARE VERY
TALENTED THEATER ARTISTS. IN 1999 , 14 OF US FOUNDED RUNNING WITH
SCISSORS, A MULTIDISCIPLINARY EQUITY THEATER COMPANY. FORMING RWS IS ONE
OF THE MOST REWARDING AND ONE OF THE MOST HORRENDOUS THINGS I HAVE EVER
DONE IN MY LIFE.
THE EXPERIENCE BEGAN WITH A BOOK CALLED THE MAN WHO FELL IN LOVE WITH THE
MOON. A RICHLY LAYERED HOT-DAMN OF A WESTERN, THE STORY INVOLVES A
BISEXUAL NATIVE AMERICAN BOY WHO IS SEARCHING FOR HIMSELF AT THE TURN OF
THE CENTURY IN THE TOWN OF EXCELLENT, IDAHO, AMID GENDER-BENDING
COWBOYS, A FAMILY OF REBELLIOUS WHORES, HOMOPHOBIC LAWMEN, AND GODFEARING MORMONS.

Your Vision
When forming a theater company, one of the first tasks is to
come up with a name (obviously) and a mission statement,
which acts as your guiding principle. Our mission statement
goes something like this: "RWS is committed to rigorous
artistic invention; our goal is to entertain with work that provokes us and our audience to examine our ideals , the world
around us, and our place in it. "
Legal Matters
Unless you have a rich relative who will be bankrolling your
thespian adventure, you will need to apply for not-for-profit status with both the state of Illinois and the federal government.

THIS BOOK CIRCULATED AMONG MY FRIENDS AND IT BECAME CLEAR THAT THIS
STAGGERING NOVEL HAD TO BE MADE INTO A PLAY. THREE MEMBERS OF OUR GROUP

By becoming a charitable organization, you can accept donations (primarily from said relatives), apply for grants and cor-

CREATED A ROUGH SCRIPT, ACQUIRED THE REPRODUCTION RIGHTS , AND BEGAN THE
PROCESS OF SHOPPING AROUND THE PLAY WITH READINGS FOR PRODUCERS AND
DIRECTORS OF ESTABLISHED THEATER COMPANIES. THE RESULT? NO ONE WANTED TO
TOUCH THAT SCRIPT WITH A 20 FOOT POLE. SCENES OF MALE RAPE DO NOT OFTEN
EQUAL HEALTHY BOX OFFICE PROCEEDS. WE DECIDED THAT IF THE MAN WHO FELL IN

porate funding, and best of all, you don't have to pay income
taxes. Sounds great, yes? Well whatever you do, do not try
and navigate the sea of legal paperwork on your own. You will
cuss. You may even cry. Without a doubt, you will do something wrong that will be costly. The entire IRS system for determining not-for-profit status seemingly was created to be so
unnavigable and frustrating that most organizations will give
up. Call the Lawyers for the Creative Arts. Trust me on this
one. They saved our asses.

LOVE WITH THE MOON IS GOING TO MAKE IT TO THE STAGE, WE WOULD HAVE TO
FORM OUR OWN COMPANY. I HAVE A HAZY MEMORY OF THINKING, "HOW HARD CAN IT
BE? OTHER PEOPLE DO IT ALL THE TIME." OH DEAR , NAIVE CHILD. AND YET, THREE
YEARS AND THREE SUCCESSFUL PRODUCTIONS LATER, OUR COMPANY AND OUR
FRIENDSHIPS HAVE SURVIVED. HERE ARE A FEW THINGS I'VE LEARNED THAT MAY BE
OF USE TO ANYONE CONSIDERING A SIMILARLY STUPID ENDEAVOR.

Heather Hartley is Marketing Director for the Dance Center of Columbia College Chicago.

Making Copies
The mountain of paperwork required to produce shows,
apply for grants, throw benefits, and thank people for their
charitable contributions guarantees that you will probably
spend as much time in Kinko 's as you will in the theater. Let
me revise that. You will definitely spend more time at
Kinko's. And you thought your day job was bad.
Money
You will never have as much as you need. Accept this from
the outset, and your path will be much easier. Example: The
first RWS benefit, an art auction/dance party extravaganza,
was a huge success by small theater company standards. In
five hours we raised $9,000 . Never mind that we had been
planning the benefit for months, or that three company members nearly came to blows ten minutes before our first
guests arrived. We raised $9,000!
A month later, our production manager came in with a final
production budget of $36 ,000 for The Man Who Fell in Love
with the Moon. It was December. We were opening in May,
and we were short, well, you do the math. The show's actual final cost was $40 ,000. Unless you are psychic , add a big
" miscellaneous" line item to your projections, because there
will undoubtedly be costs in June that no one thought of back
in January. Minor details like the cost of loading out the
show. Did you know it costs nearly $500 to rent a dumpster?
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THE FACULTY AT COLUMBIA COLLEGE HAVE ALWAYS PRIDED THEMSELVES ON
TEACHING STUDENTS HOW TO USE THE CITY OF CHICAGO AS A RESOURCE.
SINCE THE MAJORITY OF THE COLLEGE'S FACULTY MEMBERS ARE ALSO
PRACTICING PROFESSIONALS IN THE CITY, THIS IS USUALLY NOT THAT MUCH OF
A STRETCH, AS FACULTY ARE ALREADY WELL-AWARE OF AND WELL-CONNECTED
TO THE CULTURAL LIFE OF CHICAGO. YET OVER THE PAST FEW YEARS THERE
HAVE BEEN CHANGES IN THE LOCAL ART COMMUNITY THAT HAVE IMPACTED SO
MANY OF THE CITY'S ARTISTS THAT IT IS HARD NOT TO SEE THIS AS A MAJOR
SHIFT IN HOW STUDENTS ENTER A CAREER IN THE ARTS IN CHICAGO.
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BY JEFF ABELL

where's the alternative?
The change being referred to here is the demise
of many of the city's leading not-for-profit art galleries over the course of the past few years. At a
time when the city's leading cultural institutions
(like the Chicago Symphony Orchestra (CSO), the
Museum of Contemporary Art (MCA), and the
Goodman Theater) have been undergoing major
renovations and growth , the city's smaller art
establishments have struggled to stay afloat, and
many have indeed gone under the waves of the
economic sea.

Endowment suddenly changed its policies and it
was possible for institutions to only apply under
one funding category, the result was a major loss
of revenue to smaller organizations. Not coincidentally, the smaller the organization (and the
more experimental the kind of art it showed), the
more dependent upon federal support the organization was apt to be. Consequently, organizations
like the CSO or MCA, which had a broad base of
funding, survived this change without having to
completely dash their programs.

There has certainly been a range of reasons for
these changes. New initiatives and changes within the National Endowment for the Arts that took
place in the mid-1990s, certainly played a crucial
part. Since many nonprofit galleries were dependent upon the various programs of the Endowment
for support of their programs, when the

Another key factor has been the ongoing real
estate race in Chicago. There's a joke in Chicago
that an artist walked down the street in a rundown neighborhood, and the next day the rents
doubled. The real estate market has long used
the art community as trendsetters in terms of
identifying "hot" new neighborhoods. Yet when
artists move in (soon to be followed by galleries, retail outlets,
restaurants, etc .) and real
estate values go up, the artists
can soon no longer afford to live
there and must go off in search
of a new affordable location. In
the early 1980s, the area known
as River North was a dingy zone
of old warehouses and former
factory space, that suddenly
morphed into the city's leading
gallery district. In 2001, the
area is increasingly filled with
expensive condo developments,
trendy and equally expensive
restaurants, and many of the
galleries that originally brought
up the area have fled because of
astronomical rent and property
taxes.
But it's important to step back
from the reasons of why the
institutions of the past failed in
the 1990s and ask the more
pointed question of why they
came into existence in the first
place. The art world of Chicago
in the 1960s consisted of a couple of major institutions, a hand-

ful of up-scale galleries, and little else. The nonprofits that came into being in the late 1960s and
early 1970s were initially referred to as "alternative galleries" because they provided artists with
an alternative to the existing institutions of the
day. They fostered work, particularly new forms
such as video and performance art, by giving
artists an opportunity to be seen and heard when
existing venues would not have been willing or
able to accommodate them. Consider Karen
Finley, the controversial performance artist best
known for covering herself with chocolate sauce.
Finley's work received its first showings in place
like Randolph Street Gallery, where the idea of an
artist who wanted to tell stories and throw food
around seemed like an interesting possibility
instead of a threat to the status quo.
While today we recognize a professional field
called Arts Management or Arts Administration,
and colleges (including Columbia) award degrees
in such fields, it is important to keep in mind that
the late lamented nonprofits of the 1970s were
not started by professional administrators, but by
artists, photographers, sculptors , and performers
who were interested in providing space to show
their own work, and the work of their friends.
At a time when the nation is still reeling from the
impact of its first major terrorist attack by a foreign nation, the arts will undoubtedly go through
a major reassessment as well. It is hard to imagine that artists will all find a comfortable place to
land in a culture that focuses on normalcy and
patriotism. Artists have always been better at
exposing the underbelly of culture than protecting
the status quo. Perhaps, just as the conservative
"normal" 1950s gave birth to the transgressive
art world of the 1960s and 1970s, the outcome
of our new conservative times will be a new birth
of alternative galleries that will provide the small
treasured spaces where artists can feel safe coloring outside the lines. Chicago, and the rest of
the country, needs those alternatives now more
than ever.
Jeff Abell is a composer, performance artist, and

writer in Chicago, and has been a faculty member
in the Interdisciplinary Arts Department of
Columbia College since 1981 .
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BY SAM JEMIELITY

PHOTOGP,RPHEP, TOnl JOnES
CHP,OniCLES HIS HO CHUnl-',
FOP,BERP.S
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TOM JONES CHOKA WATCHING OPRAH , 1998
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TOM JONES DANIEL'S BACHELOR PAD! (DANIEL FUNMAKER), 1999

NATIVE-AMERICAN PHOTOGRAPHER TOM JONES WOULDN'T HAVE EMBARKED ON ONE OF HIS
BIGGEST PROJECTS EXCEPT FOR THE CRAPPY MIDWEST WEATHER. HE HAD PLANNED TO SHOOT
THE BURIAL MOUNDS OF HIS NATIVE HO CHUNK TRIBE IN WISCONSIN. "I STARTED OUT
PHOTOGRAPHING THE EFFIGY MOUNDS AND ROCK ART UP THERE , " THE COLUMBIA COLLEGE
MFA STUDENT SAYS. "BUT IT WAS THE FALL, AND IT WAS RAINY. SO I DECIDED TO START
PHOTOGRAPHING THE ELDERS. AND IT JUST TURNED INTO THIS PROJECT OF THE TRIBE."

With his insider perspective, Jones eschews the
commonplace "beads and feathers " representations of Native Americans. "I want to ph otograph
the elders in their homes, or around their
homes ," he says. "I try to represent the sense of
fam ily. That's done through photographs within
the photos of other family members. And I try to
represent the clans. In a lot of these homes , they
have a wall hanging of the animal that's their
clan-a bear, for example-or a plaster deer."
Jones grew up in Florida, moving to Wisconsin in
his teens. He spent two decades in Madison
before coming to Chicago. In his fourth year at
Columbia, he 's getting an MFA in photography
and an MA in Museum and Curatorial Practices in
2002 , working with the Museum of Contemporary
Photography.

I

I

I

Jones started out as a painter-photography was
simply a means to get images for painting. But
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he's made the transition with burgeoning
success-he 's had shows around the Midwest
and hopes to eventually exhibit in Europe.
The sense of humor permeating much of Jones'
photography separates his work from other chroniclers of Native American life. "Some of the work
is just trying to be humorous ," Jones says. "Ho
Chunks, and Indians in general, are always just
joking around. " That sense of humor often manifests itself through the contrasts between Native
American traditions and modernity. In one photo ,
Jones captures a young woman in a traditional
jingle dress. In her hand , she 's got a gigantic
Supersoaker water gun .
The reaction within the Ho Chunk tribe "has all
been positive ," says Jones. "Just being able to
see your own image gives that tie to family, and
that tie to the culture. People have just been
really pleased with it. "
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Head, part of the Columbia class of 1958, started ATMS (which stands for Arena Television
Management Systems) with a partner in 1990
to answer the growing need for stadiums to offer
better and more convenient visual setups for
broadcast media. A veteran engineer who
worked at Chicago's NBC and CBS affiliates and
at WGN, Head worked nationally for ABC and
NBC sports before striking out on his own.
"It's very specialized," Head says of his work. " I
kind of grew into it. I had been on the receiving
end of so many bad facilities for such a long
time, when we kind of took our golden parachutes and left, [my partner] from ESPN and me
from NBC, we did a survey and said, hey, we 've
got a business here, let's form a company and
get incorporated." With numerous contacts in
the business, the company scored a major first
job redoing all the visual systems for twenty
National Hockey League stadiums. Coming in at
the beginning of what would be a decade-long
"boom," ATMS has stayed busy, designing sys-

BY EL!:AINE RICHARDSON

HOW MANY PEOPLE DOES IT TAKE TO PUT UP A
JUMBOTRON? THREE. "ME, A CHIEF ENGINEER, AND A
RESEARCH ASSISTANT /SECRETARY /CONCUBINE/WIFE/
MISTRESS ALL ROLLED INTO ONE," SAYS FRASER HEAD,
OWNER OF ATMS, ONE OF THE NATION'S BIGGEST
DESIGNERS OF VISUAL SYSTEMS FOR ARENAS
AND STADIUMS.

tems for nearly forty arenas and stadiums from
St. Louis , Missouri, to Madrid, Spain. And while
ATMS doesn 't install the mega screens that
allow even the tip-top rows to catch all their
favorite sporting action, what the company does
do is design a complete visual package, Head
says. From camera hook ups and control rooms
to, yes, the location of the Jumbotron, ATMS
ensures that whether there or at home, you can
see everything you want to see with a minimum
of fuss .
"Any professional level place now is prewired
with all the cables and video hookups already
there," says Head, whose small band takes on
just five or six jobs at a time-some of which can
run for years-to avoid overload. "Now we 're
kinda working on the collegiate level, trying to get
them wired. And the big ones are into that;
they're willing to spend for something that's only
going to be used eight Saturdays a year."

It's not surprising that Head managed to hit the
beginning of such a wave. Starting out as a
page at NBC and working in the WGN mailroom
while still attending Oak Park High School, he's
always known what he wanted to do. "In those
days the television production class was for acting, learning acting for television ," says Head,
who graduated from Oak Park in 1951 and
ended up at Columbia specifically to work on TV
production. "There were several guys in the
class who didn't have an interest at all in acting, but wanted to take the TV production
course for credit. We made a deal with the president, Mike Alexandroff-we'll do all the production, but we don't want to do any acting.
We'll do all the production, we 'll staff it,
prepare everything and move all the sets and
stuff, and you can really have two classes , one
acting and one production, in the same space. "
Deal made, Head and company set about learning the business, many taking jobs in the mailroam at ABC because, he says, that's how you
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got a job in those days. "At one point ABC
Chicago used to hire its vacation relief-they'd
take a vacation engineer right from the mai lroom, " Head laughs. "That was a conduit-you
could get a job in the mailroom , get chosen as
vacation relief and maybe get an entry-level job .
People would come into the televis ion classesin those days it wasn 't like a four-year technical
college, everyone was together and we didn't
really have freshman, sophomore, junior, and
senior like everyone else does-and ask, 'How
do you get into the business? ' 'Get a job in the
mailroom at ABC! '"
But Head's forward progress was cut short when
he was drafted. "The draft board in River Forest
had no idea [someone] screwed up , and they had
no record of me being in college ," he says. "The
college assured me that they had sent the information about my studies and about my good
grades, but ... "
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So Head prepared himself for a trip to Korea. "The
draft board calls the night before and says, 'OK,
we made a terrible mistake , you don 't have to
go ,"' Head says. "At that point, I said screw it. I
had already given away all the books , had all the
going away parties, and done all the things with
the female students that I wanted to do. "
Head was in Korea from 1953 to 1955, before
returning to complete his degree. "When I came
back, I was right back in. " Head worked locally
after college, before heading to New York for what
would become a seventeen-year stint at ABC.
He worked at NBC sports , heading up engineering
matters for events like the Olympics before founding ATMS . And in the final analysis , he says ,
it's hard work that gets anyone where they want
to go.
"We were in the studio working one day and this
kid came in. He was working as a shoe salesman
and he was coming in not knowing anything about

television production , but he wanted to learn, he
thought he could learn that, " Head remembers.
With Head acting as director and another student
producing, they were short a cameraman. They
put the newcomer to work on the spot as a cameraman , giving him the opportunity to learn by
doing, and he jumped right in. "He went into the
mailroom at ABC. Vacation relief came along and
he got hired as a vacation re lief engineer. He
recently retired after twenty years as a lighting
director and designer at ABC in Chicago.
" I can spot someone who's going to make it a
mile away, " Head says. " If you're willing to get
your hands dirty, you're going to make it. I don't
care if you 're male or female , black or white. If
you 're willing to get in and get your hands dirty,
you'll make it."
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In Michael Fry's class, TV Guide provides the answer to most questions.
"This class is for real , people ," he barks to his students. The class is
Writing the Situation Comedy, where a typical exercise might be working
up a riff on champagne bottles as dildos .
Fry's small, lively class meets weekly for three hours to dissect their
works-in-progress. One student is working on a speculative script for the
UPN show The Parkers. "It's a really stupid show and I want to be stupid
funny, " he says. "I'm afraid of being lame-ass , though. "
The writer of a spec South Park script, however, has gotten the hang of
writing for this raunchy Comedy Central cartoon. "I think having Bob Hope
just stare at the camera and not talk and just having his dentures fall out
and then him fart really works ," says the student.
"I like the line 'You're squeezing my breasts as if they were ninety-nine
cent stress relievers,' " Fry tells the South Park writer. "Maybe try to punch
it out a little more ."
After they finish reading scripts, the students begin a heated discussion
about spelling "bitch" in slang. Is it "biatch " or "biaaatch" or "beeatch"?
Also, how evil should Asparagus act toward Cartman in South Park? How
should Chef get back his mojo? And is The Parkers more like Saved by the
Bell or Family Matters or a combo of both with an "edgier" feel? Important
issues , all of them.
Laughing and scolding, Fry works his students like they're his own script,
trying to squeeze out every last ounce of talent and potential.
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I~ the ~uplfsh-or-perish world of academia, Dominic Pacyga is the Stephen King
of sc ty:> l ~ rly \~ties about Chicago's history. The guy won't slow down. His latest,
The Chicago Bungalo~tr, published by the Chicago Architecture Foundation, celebrates the history of that mainstay of Windy City housing, the little house that
uld-the brick bungalow. But Pacyga , who is a professor in Columbia's
'

eral Edu~,~~ DA P ~tn;ent, is already hard at work on his next title. "It's
ed Dale J~i¢ci_go: America 's City on the Edge of the 60s," says Pacyga.
e title h s a fti'On m it, " Pacyga adds. "Academics love colons in book
titles."
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''It's a terrific
book and DeGrazia
is a wonderful

SKIN

~riter. ...Beautifully

narrated .. .
perfectly balanced.'

-Hubert Selby Jr.,

skin flick

author of Last Exit
to Brooklyn

~
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Don DeGrazia

is a magic
number
Singer-songwriter Ellen Rosner, who serves as the Public
Relations Associate in Columbia's Office of Community Arts
Patnerships, has released her second CD, Count to Three (No
Genre Records). So how the hell do you describe the music
when it's on a label with a name like that? With one long
word, Rosner says, ~popfolkrock." The disk took a year and a
half to record and melds everything from, well, pop and folk
and rock, along with a pinch of traditional country. Rosner's
versatile band has many instruments in their arsenal, from
dobra to mandolin to violin. Nice drum work, too. But perhaps
the biggest weapon, the instrument that has all the critics
raving, is Rosner's voice. Big, strong, and soulful, this disk
will, for certain, propel Ellen Rosner up the local music scene
ladder fast.
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BY CHRIS RICE

WOULD YOU RATHER ANIMATE BRONCHIAL TUBES FILLING WITH MUCUS, GALLSTONES
IRRITATING THE LINING OF THE STOMACH, AND A FOREST OF NOSE HAIRS BENDING IN
THE BREEZE FOR ENCYCLOPEDIA BRITANNICA? OR IS IT MORE YOUR SPEED TO CREATE
EFFECTS ANIMATION FOR WALT DISNEY ON FEATURES INCLUDING THE LION KING ,
POCAHONTAS, HUNCHBACK OF NOTRE DAME, HERCULES, TARZAN, AND ATLANTIS?

If you chose the Disney gig, you would have
followed the same line of reasoning Marion West
took when he high-tailed his freelancing self out of
Chicago in 1989 for Burbank, California, and eventually to Walt Disney Studios.

the post office. At Disney they said, 'Do whatever
you need to do to make it look great.' So it took
some effort to retrain myself. To not do something
really quickly and to make something as good as it
could be. "

Recalling his career after graduating from
Columbia College Chicago's Film and Animation
department, West laughs, "Let's just say that my
worst day at Disney is better than my best day at
Encyclopedia Britannica. "

As a nine-year-old kid growing up in St. Louis , West
first realized it just might be possible to make
animated films after discovering a book in the
library about Merian C. Cooper's and Ernest B.
Shoedsack's 1933 film classic King Kong. It
showed prop man Marcelle Delgado building the
giant gorilla and how Willis O'Brien , the effects
director, animated him.

"When Disney hired me it felt like, 'This is the big
time. ' It was exciting and nerve-wracking at the
same time. I had to prove myself."
He remembers those fi rst few months working at
Disney. " I was used to doing things on the cheap,"
he says. "In my past experience, my bosses would
say, 'We don 't have much money but we want it to
look like this .' And they treated all of us freelance
animators like we could just as well be working at
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"I learned from that book that there were guys
whose job it was to move animated creatures. That
blew my mind, " he says. "People actually did this
for a living. For all I knew, cartoons , and movies
could have been shot on another planet. But when
I saw those photographs, it became abundantly
clear that this could be a profession ."

From what he learned in that book, West started
making his own films . His first stop-motion Super8 film starred his models and toys. " I did stop
motion because I liked monster movies. I shot one
frame at a time," he says. "Of course, it was the
only method I could do since I couldn't register
drawings the way animation films were done on
peg strips . I had no way of doing that. The first time
I did 2-D animation was when I came to Columbia. "
In 1980, West turned down an offer to attend The
School of the Art Institute of Chicago. "Columbia
had more professionally based classes, " he says.
" I had been making short films since I was a
teenager. The kind of filmmaking they were teaching at the Art Institute was already on par with
what I had been doing on my own. "
At Columbia , he took Chap Freeman's Film Tech
One class. "We worked with a 16 mm camera, real
editing equipment, real lighting equipment. We
were given an assignment to cut a film of people
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playing hide-and-seek. It was incredible," West
says. "We were asked to edit it creatively, given
an editing block, a razor, and tape to splice the
film. We had to understand how to cut film."
West found that Columbia 's approach gave him a
solid filmmaking base. "I have practical filmmaking skills that many of my animation coworkers
don't have," he says. " Few have made a 16 mm
film with sync sound ."
Effects animation began around the turn of the
century. The first primitive cinematic special
effect appeared in the 1902 classic Voyage dans
Ia Lune or A Trip to the Moon. French director and
master magician George Melies used superimposition in the cinema's first 14 minute sciencefiction masterpiece. One of the most famous
images (from this cinematic version of the Jules
Verne story) is a bright, crater-faced Man-inthe-Moon taking a spaceship in the eye.
In these early films , effects animation was known
as "tricks." Effects pioneers created illusions by
splicing film to make discontinuous motion
appear seamless, using magicians' stage tricks
and exploiting perspective.
Today's computer animation is broadly classified
into two-dimensional and three-dimensional animation. In two-dimensional animation, the artist
uses the computer's software to draw the characters and scene. Three-dimensional animation
uses sculpted wire-frame models. Artists then
assign colors, texture, and lighting.
When West worked as a freelance animator in
Chicago, he says, "The name of the game was
2-D animation . Elaborate flying logos, lights
streaking in, chrome effects, and tumbling
letters. "
But when he arrived in Hollywood in 1989, animation was booming. Who Framed Roger Rabbif?
(1988) and The Little Mermaid (1989) revived
Disney's animation glory days. A new generation
of artists proved that animation could capture
audiences' imaginations. " The Simpsons," West
recalled, "was a new show. Beauty and the Beast
had just been nominated for best picture. There
were jobs to be had. Every studio was getting into
the animation business."

Wests's first effects appeared in Disney's animated feature Rover Dangerfield. He soon moved
on to more memorable features. Using his bag of
tricks , West created stampede dust in The Lion
King. In Pocahontas , his job included creating the
opening storm ' s rain
and waves
and
Grandmother Willow's knotted-wood complexion.
He created the molten lead Quasimoto pours
onto the street below in Hunchback of Notre
Dame, Hades's snaking fire-hair in Hercules, and
sheet lightening in Tarzan.

MOST PEOPLE THINK AN
ANIMATED FILM IS CREATED BY A FEW ANIMATORS.
THEY DON'T REALIZE THAT
IT TAKES SOMEWHERE
BETWEEN 400 AND 700
PEOPLE TO COMPLETE AN
ANIMATED FEATURE.
West is currently working as Head of Effects on
Disney's upcoming animated feature Sweating
Bullets. Whereas character animators base the
look and personality of characters on human
models and the work of earlier masters, realitybased effects animators look to events like wildfi res and storms for their inspiration.
Effects animation also needs to support the art
di rection, or look, of the film . " For me , it's better
to look at newsreel footage or events on the
news, " says West. "My philosophy of creating a
realistic special effect is to look at live-action
foot age. Go to the source. So I look at National
Geographic and The Winds of War. When we have
brush fires in Los Angeles, I look at that footage
because there are some amazing fire shapes. We
reco rd those things-tornadoes, floods-the
extremes of nature. As close to the real deal as
you can start, the better."
From 1998 to 2000 , West supervised the EFX
crew for Disney's Atlantis. As a supervisor of thirtyeight effects animators, West says he "learned a
great deal as a creative person dealing with a lot
of personalities . My crew was made up of people
with differing temperaments. Some animators
needed more coddling than others. And I had to
learn to work with other department heads. Since

everyone 's job description isn 't written in stone,
there 's a lot of back and forth with other department heads . Who does what depends on the skill
set of any given crew."
In the mid-1900s, Winsor McCay, one of the
founders of the animated cartoon, crabbed,
"Animation should be an art .... What you fellows
have done with it is making it into a trade ... not
an art, but a trade .... Bad luck." Certainly dogs
like Scooby Doo and Marvel Comics confirm
McCay's gripe. But if the animated features following Who Framed Roger Rabbif? indicate
Disney's future ... things don 't look too shabby.
And not just at Disney. Scores of Disney animators and former animators continue to create
shows for kids and adults. Former Disney
trainees include Tim Burton, director of live-action
features like Batman (1989) and Sleepy Hollow
(1999); Brenda Chapman, one of the directors of
DreamWorks's first animated feature The Prince
of Egypt (1998); and Don Bluth, who trained animators for An American Tail (1986) and The Land
Before Time (1988).
Marion is also one of only a handful of AfricanAmerican animators at Disney. He believes that
many people, including African Americans ,
Latinos, and even women, aren't aware of the
hundreds of different artistic professionals
needed to make an animated film. "It's a pretty
small community. A few hundred people make
most of the films you see. Most people think an
animated film is created by a few animators. They
don 't realize that it takes somewhere between
400 and 700 people to complete an animated
feature. I would remind someone thinking about a
career in an imation that there are all these different disc iplines: Story and Layout artists,
Character Animators, Clean-up Artists , Effects
Animators, Digital Animators, Background
Painters, and Color Modelists. There needs to be
more awareness of the skill sets that go into
making animated feature films. "
Looking into animation's future, West sees ,
" More digital animated features like Monsters,
Inc. and Shrek. Those are the Beauty and the
Beasts and Lion Kings of the 1990s. Those features are really resonating with audiences. In the
short term, I think we'll see a lot of that for better or worse."
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'ili'ITH HIS LUnA nEGP,A DAnCE

BY LILA S. NAGARAJAN

cornPRn~

WHEN HE WAS TWELVE YEARS OLD, EDUARDO VILARO STARTED
EARNING MONEY AS A DANCER. HE WAS LIVING IN THE BRONX,
AND HIS NEIGHBOR CONNIE NEEDED A HUSTLE PARTNER. THE
TWO ENDED UP DANCING DOWNSTAIRS IN FRONT OF THEIR
APARTMENT BUILDING. IN FACT, HE SPENT MANY BEAUTIFUL
SUMMER EVENINGS DANCING, WITH ALL THE NEIGHBORS OUT
SITTING ON THE STOOP OR WALKING AROUND. SOMEONE HAD
INEVITABLY BROUGHT OUT A BOOM BOX. EVERYONE, AS VILARO
FONDLY REMEMBERS, DANCED.
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In 1969 when Vilaro was six, his family emigrated from Havana, Cuba, and settled in New
York City. Worried about her children acclimating
to their new country, his mother told them to
live by a very Latin belief: follow your heart.
"My mother always had something uplifting to
give to us," said Vilaro, the artistic director and
founder of Luna Negra Dance Theater, a distinguished dance company based in Chicago. "The
philosophy of 'always follow your heart' was
supported by great teachers I had, whether they
were grammar school teachers or ballet masters [who] saw the glimmer of hope and longing
in our faces."
But many in his family didn't understand his
dedication to dance. "Being Latino you have to
deal with the whole machismo thing!" says
Vilaro, who's been taking dance classes,
whether ballet or modern dance, every day
since he was sixteen. His father didn't come to
see any of his performances until ten years
after he began dancing professionally. A lot of
his family do not deem his work importantthey wanted him to be a doctor or lawyer. But he
was the only one to go to a prep school and
receive two degrees, a BFA in dance from
Adelphi University and an MA in the
Interdisciplinary Arts Program at Columbia
College Chicago. "You spent that money for the
arts? " they used to ask him.
"They are now coming around-now that I'm
thirty-eight-to say things like, 'Well, he's the
only one who's been to college. He's the only
one who's extremely self-sufficient, who's
moved away and created his own life,"' says
Vilaro. "It's a good lesson because you learn
that things take time, that change is difficult."
Vilaro's father is not a man of many words.
"He 's strict, a Republican!" Vilaro laughs. "He
loves opera. After [one of] my performance[s]
he said, 'That's very nice.' He'd rather see me
in my office, but he enjoyed the performance."
In 1996, Vilaro fell in love with a person living in
Chicago and, following his heart, moved here
in
Columbia's
two-year
and
enrolled
Interdisciplinary Arts Program. After long years
training as a dancer-most notably for a neardecade run as the principal dancer with the
Ballet Hispanico of New York, he avoided pur-
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suing another dance degree because he had
"dance coming out of his ears." In 1999 he finished his degree and knew that he wanted to
do something different with dance theater. He
wanted to start his own company, where he can
provide Latino artists a place to work in a
"more contemporary context." Also, it was
important to him to bring his Latino heritage
and identity to life on the dance stage with his
own company.
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At the time he was working with four female
dancers and performing in Chicago festivals
like the Ruth Page Dance Series and Dance
Chicago. Finally he said, "Okay, let's go, let's
start getting it together. " And just like that,
Luna Negra Dance Theater was created.
The Chicago Tribune praised Luna Negra, on its
debut in 1999, as an innovative troupe that
shattered many Latin dance stereotypes: "Latin
dance would undoubtedly conjure a red-andblack swirl of mantillas, fishnet hose, ruffled
shirts and tight high-waisted pants. . . . We
can thank Cuban-born dancer-choreographer
Eduardo Vilaro for re-shaping those flashy
stereotypes into exquisite movement poems of
heartfelt complexity. His lushly eclectic Luna
Negra Dance Theater . . . highlights the diverse
cultural traditions within Latin dance and gives
them a non-confrontational contemporary
edge .... No overwrought gestures here-only
a quietly resonant integration of supple bodies
and understated costumes, lighting and props
to achieve fluid and engrossing storytelling."
Vilaro has kept even busier since the founding
of Luna Negra. As the Artist-in-Residence at the
Dance Center of Columbia College, he's juggled
teaching and dancing and choreographing.
"You're doing two different things," he says.
"One's education and the other is self-absorbed
creation ." For him one often helps the other. He
says that the direction he gives his students
and the way he prepares for class enhances his
ability to deconstruct dances and see them a
little clearer.
Luna Negra Dance Theater will perform Amory
Dolor next fall. For more information about
upcoming shows, call 312.422.7 437.

DON'T EAT FOUR HOURS BEFORE A
PERFORMANCE.
DRINK LOTS OF COLA (PEPSI OR COKEBOTH WORK).
FOLLOW THIS SEQUENCE BEFORE A
PERFORMANCE:
WARM-UP CLASS
HOT SHOWER
MAKE-UP
TAKE A SMALL MOMENT OF MEDITATION
WHILE WAITING IN THE WINGS BEFORE AND
AFTER A PERFORMANCE.
IT'S BAD LUCK IF SOMEONE IN THE AUDIENCE WHISTLES BEFORE A PERFORMANCE.
IF DOING A DUET, THERE HAS TO BE PHYSICAL CONTACT WITH THE OTHER PERSON
BEFORE STEPPING ON STAGE, USUALLY A
HUG. THERE'S A LITTLE EXERCISE YOU DO
ALSO.

'w'HAT EHCITES
ABOUT DAnCE

1

~ 1LAP,O

POSSIBILITIES THAT HAPPEN ON STAGE. A
LOT OF PEOPLE SAY THAT DANCING IS SO
STRUCTURED BECAUSE SOMEONE GIVES
YOU THIS STEP AND YOU CREATE THE
STRUCTURE, BUT WHEN THOSE DANCERS
GET ON STAGE IT'S A DIFFERENT WORLD.
THINGS CHANGE, PEOPLE GO THE WRONG
WAY, SOMETHING HAPPENS. I LOVE PROBLEM SOLVING. I LOVE SEEING HOW YOU'VE
GIVEN AN ARENA AND THESE DANCERS
PROBLEM-SOLVE-THEY TECHNICALLY FIX A
PROBLEM. I LIKE TO LOOK AT HOW A PIECE
CAN EVOLVE IN THE NEXT FIVE YEARS. IT'S
NOT, "THIS WAS MY PIECE AND NOW IT'S
DONE."
REVOLUTION IN CUBA BROUGHT A WHOLE
NEW LOOK TO THE ARTS. IN THE 1930S
AND 1940S RUSSIAN COMMUNISTS
CONSIDERED MEN IN THE BALLET ALMOST
TO BE MILITARY. THEY HAD UNIFORMS,
SALARIES, AND WERE TREATED WITH
HONOR. ONE OF THE GOOD THINGS ABOUT
THE WHOLE COMMUNIST MOVEMENT IN
CUBA IS THAT IT BROUGHT DANCING.
MALE DANCERS IN CUBA ARE HIGHLY
VENERATED. IN FACT, MOST OF THE TOP
MALE BALLET DANCERS IN AMERICA ARE
CUBAN.
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SEMANTICS. IN THE MAGISTERIAL WORLD OF THOSE WHO RANK INSTITUTIONS OF HIGHER EDUCATION, SEMANTICS IS THE NAME OF THE GAME. SO,
WHEN COLUMBIA COLLEGE CHICAGO BILLS ITSELF AS THE "LARGEST ARTS
AND COMMUNICATIONS SCHOOL IN THE COUNTRY," IT'S NO SURPRISE THAT
SOME PEOPLE ARE CRYING FOUL. AFTER ALL, WHEN MANY PEOPLE HEAR THE
NAME COLUMBIA COLLEGE , THE RESPONSE GOES SOMETHING LIKE THIS:
"OH YEAH, ISN'T THAT THE TRADE SCHOOL THAT ADVERTISES ON THE BACK
OF MATCHBOOKS? "
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It's easy to make bold claims in the world of
education because these assertions are hard to
verify. In the last decade, an entire cottage industry has sprouted faster than a chia pet to try and
make sense of the semantics, hoping to define
who's the best and to, perhaps, quell the rash of
proclamations. College rankings have become a
ubiquitous autumn publishing event. Magazines
and fat, unwieldy guidebooks have become
increasingly popular. For U.S. News and World
Report, the magazine's annual college ranking
special has become the swimsuit issue for those
in pursuit of higher education. Interesting, then,
that in the magazine's 2001-2002 list of the top
art schools in the country, Columbia College isn't
even mentioned. How could the "Largest Arts and
Communications School in the Country" slip
through the cracks? Furthermore, is Columbia
really the largest school of its kind and does this,
in the end , mean that the school's marketing
department is saying that, indeed, size matters?
Further convoluting this issue, Columbia's own
hierarchy won't even support its marketing catch
phrase. "People have used this phrase, which is
all true," says Dr. Woodie White, Columbia's Vice
President of Institutional Advancement, "but I
think it's a terrible thing to be telling people ."
Burt Gall, the Executive Vice President of the
school, seconds this motion. "Is it even a good
[marketing slogan]? For some students, large is
viewed as good. For others , they choose to go to
schools of 2,000 students. This market is consumer driven. What might market well to one constituency may actually drive away another."
But there it is, in big bold letters in the recent
annual President's Report, issued by the office of
Dr. Warrick L. Carter. "The progress we have
made as an institution in the last forty years is
unparalleled in American higher education ,"
writes Carter. "A penniless institution housed on
two floors of a rented warehouse at 540 North
Lake Shore Drive has been transformed into the
largest college in the country specializing in the
arts and communication."
Big Man on Campus
So .. . is it true? Can Columbia put its money
where its mouth is? Is the school the largest of
its kind? Enter that word again: semantics. It all
comes down to what criteria you apply to the
school and how you define "arts and communications."
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First off, take the word "largest." What does it
mean? Number of buildings on campus? Number
of classes? Number of degrees offered? More
than likely, using simple common sense, in the
case of Columbia 's marketing mantra, saying the
school is the largest of its kind means it is claiming to have the largest student population.
Runn ing down the list of freestanding arts and
communications institutions in the country, from
Juilliard to Emerson College to The School of The
Art Institute of Chicago, Columbia wins, hands
down. With a whopping fall 2001 enrollment that
topped 9,400 students, Columbia is the reigning
champ when it comes to a student head count.
No other arts institution even comes close. And
this pries open a tricky Pandora's box of other
questions: Is bigger better? And why is Columbia
virtually ignored by all of those annual collegeranking services?
Missing in Action
The people who rate and rank colleges and
universities are weird. They're a funny lot
who pick on each other, pick on schools, and, in
the end, take themselves just a wee bit too seriously. Let's face it, the old stereotype of academic pomposity and bloated egos exists for a
very real reason.

"Columbia is viewed as a second-tier school,"
says Bruce G. Hammond, author and editor of
several college ranking guidebooks including the
Fiske Guide to Getting into the Right College and
Discounts and Deals at the Nation 's 360 Best
Colleges. "If you ' re looking at the arts in Chicago,
people think first of The School of The Art
Institute."
Hammond explains why Columbia has a "secondtier" stigma: " It's a function, largely, of where the
top students want to go and where the most
selective places are in terms of admissions," he
says.
Columbia College is well known for its open-door
admissions policy. Screw SAT and ACT scores,
high school grades , and past performance . The
mission of Columbia College has always been
about giving people a second chance at academic success. Yet it is this very allegiance to
fairness and inclusiveness that prevents
Columbia from receiving acceptance and recognition from the stuffy world of academic ratings.
Exclusivity and selectivity play a huge part in what
schools make it onto the lists of annual college
rankings. Never mind who walks out the door with
a diploma in hand.

Again , tit for tat, Columbia College 's list of
famous alumni matches up with the best of them.
From game show mainstay Pat Sajak to Academy
Award-winning cinematographer Janusz Kaminski,
Columbia has educated and trained some of the
best in the business.
Yet even on the 2001 U.S. News and World
Report list of top unranked arts schools in the
country, Columbia College is conspicuously
absent. " U.S. News is more scorned than taken
seriously by the professionals, " says Hammond,
taking a shot at his competition. "Part of that is
just the natural reaction against anybody who
tries to be an authority on higher education. "
Hammond sums up his perception of Columbia
and its predicament. " It wouldn't be fair to call
Columbia a trade school," says Hammond. "But
the schools that are going to be considered in the
rankings are more selective in admission. The
selectiveness of a school is a definite index for a
lot of people. "
Will Columbia College forever be looked at as the
Rodney Dangerfield of higher education? Not for
long, if you go back to President Carter's report.
Carter's mandate for the school: to make it the
"best" arts and communications school in the
U.S. by 2010.
R-E-5-P-E-C-T
So what will change the perception? Will the
stigma finally be removed? Can Columbia finally
get the recognition it deserves while staying true
to its own open admissions maxim?

"Columbia will need to reach more of a national
audience," says Hammond, "to increase [its]
national visibility. " In the meantime, Vice
President Gall says that the school simply cannot
worry itself silly that it is M.I.A. on all the annual
college rating lists.
"We just try to ignore it, " he says. "If all that
motivated you in your collegiate choice is how
high a school is on the rankings, you're probably
not going to come to Columbia. "
And Gall adds the kicker: "It doesn't mean that
you 're going to get a better education somewhere
else. In fact, you may get a much worse one. "
Better ... worse. What do they mean? There are
those damned semantics again.

THE AP,T InSTITUTE OF CHICAGO
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George's Lounge
Georges has never been confused
with a clean, well-lighted place. The
sloppily printed sign on the door
reads "PUSH. " Underneath, a
friendly afterthought recommends,
"HARD." And, with that, consider
yourself officially welcomed to
Georges Lounge.

Any college bar worth its salt should
keep you guessing. Will I catch a
fist under the chin if I stare at the
wrong thug? What viral strain
lurks on the rim of my glass? Is the
yellow crusty stuff at the top of
the beer pitcher nutritious or merely
cosmetic?

George's squat, cement-gray exterior
punctuates a prime strip of real
estate next to Harold's Chicken
Shack on the northwest corner of
Wabash and Balbo. The lighted sign
above the door reads:

Intrigue, alas, is George 's middle
name. Three patrons drank beer
around a chipping Formica table
while recalling fond George's memories. These Columbia seniors were
chilling during (gasp) class. Their
names? Let's just say that Jorge,
Anita, and Patricia were nobody's
fools. Three years ago, they
frequented George 's, "Three to four
times a week for religious drunken
escapades."

George's Lounge
Carry Out
Beer & Liquor
Welcome All Conventioneers
Regardless of the sign's enthusiastic
welcome, conventioneer bellies
haven't polished this bar's railing in
a good long time. In fact, the last
known conventioneer wandered in
sometime during the summer of
1987. Few have been spotted since.
No matter. When conventioneer business waned, Columbia faculty and
students picked up the slack. Nick
Gotis , owner of George's Lounge for
the last twenty-four years, slides a
jeweled hand over his shiny black
hair and declares Columbia faculty
and students "the best .... I've
never had no problem with them."
Got a hankering you just can't tame
before that nine o'clock class? No
worry. Duck into George's. In fact,
George's serves morning alcohol
with all the whimsy of an Ann
Sathers waiter whipping out
cinnamon rolls : they open at 7 a.m.
But where, you ask, can I score a little of the nerve-altering ambrosia
after that night class? Plenty of time.
George 's doesn't close until 4 a.m.
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That, alas, lasted only until $1.50
pitchers nearly doubled. Thinking
back on those days, Anita and
Patricia fondly recalled an "off-duty
cop who played too much ABBA."
Noting the grimy El Dorado video
card game, broken dart board,
sparkling juke-box, and well-stocked
cigarette machine, Jorge claimed
that, while the games at Georges
Lounge are "stellar" he particularly
enjoyed staging fake fights with his
buddies just outside the front door.
" It's a nice, cozy, little place ,"
Patricia added, peeling a bit of food
off the rim of her glass.

got a spot for us?
e-mail us at
g-spots@gravity.colum .edu.
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Chicago Carry Out
If a drink at 7 a.m. isn't your thing,
saunter over to Chicago Carry Out, formerly the Harrison Snack Shop, on
Harrison between Michigan and
Wabash. The owner, Eddie (who was
either unwilling or unable to give his
last name), claims that Columbia students and faculty "sit and relax" at
this fine little South Loop eating
establishment. And what relaxes
Columbia folks more than a healthy
dose of artery-clogging fare?
Apparently nothing, because this
place is hopping. Chicago 's Carry Out
serves up the stuff en force: omelets,
pork chops, corned beef sandwiches ,
BLTs, "Farmer Steak," submarines,
chili, hot dogs, cheeseburgers, chicken sandwich, fries, cheese fries.
Vegetarians need not apply.
The new speckled red and beige
tables, red lacquer chairs, and glossy
white tile below the Formica counter
belie Chicago Carry Out's recent past.
Just one year ago, Eddie and his
family yanked out all diner remnants.
Gone are the scuffed and chipping
floor, cushy pumpkin-orange vinyl
booths and roomy tables.
In place of gum-cracking, bouffanted
waitresses, a yellow sign encourages
patrons to "Order Here." The metallic
scrape of a spatula skating across the
grill accompanies your walk to the
counter. Chicago's Carry Out's
entrees, on wall-mounted menus
above the grill, average $3 to $5-far
less than most off-Michigan Avenue
spots.

But what, besides the world-renowned
pork chops and Farmer Steaks, lures
these students into Chicago's Carry
Out? Jason popped a fry in his mouth,
" It's local. That's the biggest factor."
Damone agreed, "It's right here ...
and you get used to the food. We
have hour-and-a-half kick sessions
between classes."
The picture window stretching the
length of the restaurant along
Harrison Street doesn't hurt business, either. For people-watchers, the
window tables offer unobstructed
street-scene views of students,
faculty, conventioneers, and tourists.
According to the owner, the remodeled
digs encourage turnover. When it was
the Snack Shop, patrons could sit in
booths all day drinking coffee and
smoking. Its message now: Come
ln. Kick back. But part with a buck
or two.
From the South Loop Club's north or
west windows, Pacific Gardens
Mission's two-story red neon sign
declares "Jesus Saves." If you're a
God-fearing drinker, you'll recall the
Bible verse (Romans 6:23) advertised
on the Mission's broad white side:
"For the wages of sin is death; but
the gift of God is eternal life through
Jesus Christ our Lord." Then, and only
then shall you order a good stiff drink.

Five Columbia students surrounded a
corner table next to the window. All
first-year students, they hail from
Chicago's south, north, and west
sides and the suburbs. Because their
homes are miles away, they need a
place to meet between classes.
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South Loop Club
The South Loop Club, on 701 South
State, passes itself off as "an
in-town pub with a neighborhood
flair."
No empty promise. When you tire of
watching the action at Pacific
Gardens, switch to a rousing soccer
match on the seventy-inch TV screen
or basketball, football, boxing, and
auto racing on any one of a dozen
smaller sets dangling from the
ceiling. Or try naming a few of the
plants in the South Loop Club 's
thriving window-ledge ecosystem. Of
course , there is no limit to the eating and drinking pleasures that await
South Loop Club patrons.
The South Loop Club, or SLC, serves
appetizers, salads, burgers,
"Chicago's Finest Tube Steaks,"
sandwiches, ribs, and rotisserie
chicken.
There is just about everything to satisfy intellectual-induced hunger. And
there is booze for every price range:
whiskey, tequila, beer, wine, or
champagne. Seasonal offerings
include "Cooooooool Cappuccinos"
and non-alcoholic drinks that promise to help you "escape the winter
blaaaaahs!" and take you on "a nonalcoholic trip to the Islands-Enjoy! "
Don't overlook Fruitabulous Slush.
It's so "sweet, coconutty, and deeelicious!" Finally, "Cooool Aid: A luscious drink to talk about!" If the
drinks don't blow you away, the extra
vowels will. Eat everything from
jalapeno popper appetizers to burgers to rib-eye steaks on SLC's hexag-
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onal tables. They're high and
unsteady and sprout like black laminate mushrooms out of the gray composite floor. And who doesn't enjoy
climbing awkwardly onto a high
chrome barstool? Once you've
ascended the tottering stool, you can
swing your feet and gaze lovingly at
the hundreds of neon beer signs
hanging in the windows.
Michelle, a waiter, claims Columbiaites stop in regularly. "They' re not
getting drunk. But you know what
they say, 'Liquor makes the tongue
loosen."'
Truer words were never spoken.
According to Sylvia, another SLC
waiter, a film student recently
stopped in and celebrated the sale
of his script to a major studio. After
schmoozing with a few women in a
most Hollywood-like fashion (with
drinks and promises of bit parts),
the student paid his $150 bar tab
and began his descent off the teetering bar stool. When pressed by
his waiter, however, the student had
a tough time naming the studio or
even summarizing his script's plot.
Truth or lie? Only a sobering moment
at Pacific Gardens Mission's confessional will tell.
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HEY MIKE,
WHAT ' S WITH THE
SMOKING POLICY
AT COLUMBIA
COLLEGE? IT
SUCKS. THE ONLY
PLACE I CAN
SMOKE IS IN THE
UNDERGROUND
BP~OAOCRSTEP~S
HISTOP.~
CAFE.
JOSH F. (FILM)
I
rn...
I
Dear Josh ,
Quit your whining.
·r ~U
I'm a three-pack-a1
day smoker and I go
outside for every
MIKE,
single square. Think of it as an opportune time to
I HEARD THAT THE CTA IS GOING TO DO AWAY
bond with your fellow comrades in carcinogens.
WITH SENIOR AND STUDENT DISCOUNTS . IS
Still , if you 're too lazy to do this, why not break the
THIS TRUE?
rules along with the plethora of other students, facDAVE K. (FILM)
ulty, and even departmental chairs , for chrissakes ,
Dave,
who favor the north stairwell in the Torco Building
I called the CTA because this question concerned
at 624 South Michigan Avenue. It's a veritable
me, too. After all, I've been broadcasting since long
ashtray for one and all.
before you were a twinkle in your daddy's eye. In
case you're bad at math, that puts me firmly into
DEAR MIKE,
the senior category. Fortunately for both of us, CTA
WHEN IS COLUMBIA GOING TO OFFER ONLINE
spokesperson Anne McCarthy told me not to get
REGISTRATION?
my twenty-foot cable in a knot. Evidently, this whole
JOE J. (FICTION)
ugly rumor reared its head at a press conference
Hi Joe,
held by Illinois Governor George Ryan.
According to Marvin Cohen , the Director and
Registrar of the Records Office, the school is in
Like this guy isn't causing enough problems , right?
the final stages of establishing online registration.
The governor mentioned ending senior and student
Cohen predicts that within eighteen months,
discounts as one of the budget cuts he was considColumbia students will be able to register for
ering. Nothing has been finalized yet and CTA
classes on the Internet.
President Frank Krusi added that the service cuts
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are "merely a proposal and not a done deal. "
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"Students will still have to see a faculty advisor, "
says Cohen. "Then they can go to a computer to
register. If a student does not have their own computer or their own Internet connection, they can use
our computer labs and we will probably have kiosks
set up in various locations. " Until they get the system up and running, Penny, I suggest you put your

FOR MIKE?

Internet time to good use by pirating music and
surfing porn sites. It works for me!
DEAR MIKE,
WHERE'S THE BEST PLACE FOR MY GIRLFRIEND AND ME TO MAKE OUT IN THE
COLUMBIA COLLEGE LIBRARY? THANKS!
BRIAN M . (SCHOOL OF CONTINUING
EDUCATION)
Dear Brian,
I once played tonsil hockey with a Radio Shack
microphone , model number 33-3018, in the
Columbia library. Her name was Tandy and her frequency response was outstanding. We went at it on
the fifth floor, on the southeast corner of the building. It's a secluded spot to fool around. There's a
wall behind your back so no one can sneak up on
you . Incidentally, the section of books shelved in
this area all have to do with the history of the
American cowboy. Go get 'em cowpoke.
But so you're not just taking my word, I asked the
library staff if they had any suggestions.
"Our lounge chairs are pretty much right in public
view and are not really all that comfortable ," said
reference librarian Manuel Erviti. " Even staff offices
have large windows, creating a fishbowl atmosphere ."
Erviti asked the rest of his coworkers if they had
any advice for would-be hornballs . Here 's a smattering of anonymous commentary:
"In my observation, I rarely even see couples in the
library, much less PDA," said one staffer.
" I've never seen it," another commented, "but I'd
pick the third floor by the windows or the back rows
and west end of the periodicals area. "
Erviti added once last kicker: "At least now we
have another idea of how we can help improve
services. "
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